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Introduction 


P\ ti ilt tUi.nmig Hi vvi;’i tirr, v.-AS fhsl 

ionabSe m the Y'ictori.in and the An Deco periods 
anti is now experiencing an exciting new wave of 
populatin' and innovation, Whcrlicr this is due to 
die development of modern burning tools or sim 
ply because its time has come again is hard to tell. 
One thing is certain: Pvrography fascinates people. 

In its most basts form, the appeal of pvrogra- 
pby lies in its rustic and natural beauty. In its 
most complex horm, the combination of texture 
and drawing can create pictures that appear almost 
Eiiclikc. Add the use of color and the wide vari¬ 
eties of wood and materials that can be used, and 
you begin to see that the possibilities for burning 
are almost endless, no matter what direction you 

HP 

choose to take. 

For some people, the rhought of a large horizon 
of possibilities b exciting; others find that prospect 
more than a little daunting, and rather than flying 
blind, they would prefer someone to help show 
them the way. Flues where l come in, VIv aim is 

If * 

to help both the beginner and advanced burner 
make the most of pvrography* to demystify burn¬ 
ing, and to make it a more enjoyable experience. 

Whether Vtm want to take up pyrognipfn as a 
hubb y, use it as part of your cralt, or simply get 
more use of your burner than signing your name, 
it is my hope that this book not only teaches you 


sound practical ads ice but also inspires you and 

opens vour eves to nevs and exciting possibilities. 

Together we ll explore special nib techniques 
and learn how to apply rliem in a series of step-by- 
step pro) ects. \XV'|| also look at textures and 
patterns, unusual pyrographical variations, and 
how to burn on Icarhcr and other materials. Color 
can accent and complement pyrographie work, so 
1 vc dedicated a chapter to this subject also* 

This hook wouldnr be complete without covering 
the practical and necessary aspects of safety and 
work area setup. Timber selection* preparation, 
and pattern transfer will he discussed along with a 
look at the various rvpes of burning tools that arc 
available in todays market. Finally, a selection of 
patterns is provided to help inspire future burning. 

Pvrography is a wonderful craft* ! here are tew 
arr forms in this world that offer the unique com¬ 
bination of being able to see what you draw as 
well as feel it* 1 here are lew craft tools that arc so 
versa rile as to be able to move from decorating 
furniture, to texturing a carved duck* to making a 
decorative piece of wall art. Pvrography can do all 
that and more. It has given me endless hours ol 
enjovmem* and [ hope it will give you the same. 

— Sm Waiter 







Here's Looking at You , pyrography and acrylic paint on rraltee.To enable pytography to stand out on dark wood* color 
can be used to accent the burn ng. In this case, acrylic paint has been used on top of the pyrography to accent the owls face. 
(See Chapter 12: Colon page 102.) 10 inches by 12 inches, 


©Sue Waiters 
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Koala, monochrome pyrography on bass wood. To create the soft appearance of Koala fur, this piece was made up of 
thousands of burnt dots. (See the fluffy fur section, page 98 ) 12 mcbes by 9 inches. 
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Platypus Diving r f monochrome pyrograptoy on sfelky oak. Bark-edged slabs of timber can give a natural 
frame and an interesting platform for some pyrography This Urge piece was relief carved before burning 
to help create an iHus on of realism, (See the Relief Carving section* page 34,) Note that the shape of the 
wood has been careful y considered when choosing the subject matter 39 inches by 20 inches. 
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^ VkA * * 

Charging Elephant monochrome pyrography on cowhide, Leather burning enquire-, a coo nr heat than timber pyrography The smell can bo a little strong for 
some people, but the ease of burning more than makes up for this small shortcoming. (See the Leather section, page 26.) 11 Inches by 8 inches. 
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Wedge Tail Eagle, pyrograpby and oil paint wash on cowhide Mary typos of pigment can be combined 
to great effect In this case, a thin wash of artist oil paint, suspended in mineral spirits, was " *" ' 

burned. (See the Leather section, page 26.) 13 inches by 9 in 
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Eagle Qwi, monochrome pyrography on rag paper. Burning on paper is much easier than most people 
chink- Because paper b always available and provides a white platform, this kind of pyrography is a viable 
and elective alternative to timber burning, (See the Paper section* page 27 | 8 inches by 5 inches. 




@ Sue Watters 














Gallery 



Gum Leaves, monochrome pyrography on basswood rounds Burning it dark background around a design provides a strong 
coniris^allowing the picture to stand out, {See the Negative Pyrograpby secoor^page 33.) F2 inches by 9 incises. 
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Turtle Rising, monochrome pyrogr aphy on Bliley oak.Just as in Ptatypus Diving, tills piece was rehef carved before pyrography coromeneed. 
A heavy-duty skew was used to create all of the stop cuts before the excess timber was carved away with a chisel, (See the Relief Carving 
section, pge 34,} 22 inches by 19 inches. 
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Grazing Deer, paragraph Y* watcrcolor wash, and gouache on rag paper. Color*combined with paper burning, can look very effective* In this case* wmtercolor 
paint was used on the background while acrylic paint was used on die deer,The grass was textured with a rotary tool and burn 10 inches by 8 inches. 
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Elephant Eye, monochrome pyrography on birch plywood As in Koah (on page 2) f this piece was almost entirely created with thousands of burnt 
dots Here, the many layers of dots helped to create a leathery and rough effect, *;$€C the Leathery Skin section* page 99 ) 11 inches by 8 inches, 
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Wood burning Machines 

A wood burner, of course* is a critical piece of 
equipment for pyrographie work* (See Figure IA j 
[ ike all woodworking tools however, the choice of 
which wood burner to use is a personal one that 
depends on a variety of factors* In this chapter, you 
will learn about the various types of pyrographie 
machines, their features, and what might be suit¬ 
able for you* We will also look at a typical work 
area set up* explore the additional equipment 
needed, and consider safe pyrographie practices. 

Locating a Paragraphic Machine 

Selecting a woodturner should be as simple as 
choosing the best tool that suits your particular 
needs* I wish it were that straightforward, but in 
fact, you r location nuv actually limit vour choice 

*• # 4 

before you even start looking at the pros and cons 
of each individual machine. 

I am often contacted by people who arc eager to 
starr burning bur arc finding it difficult to find a 
machine—anv machine, let alone the one that 
might suit them best. I he truth is that pyrography 
is a minority craft. Our equipment is sparse com¬ 
pared ro other woodworking and craft products* 


That doesn't mean its not out there and that excel¬ 
lent tools aren’t available, it just means that you 

Hr * 

need ro know where to look and accept that certain 
limitations might govern your decision making* 

Woodburning has developed quite differently in 
North America compared to British, Australian* 
and European areas. 1 his means that the general 
design of handles and nibs can vary in each region. 

Pyrography in North America has mainly grown 
up in the woodcarving fraternity as a means of 
texturing decoys arid other wildlife carvings, fliis 
has led manufacturers to create burners with small 
handles and a vast array of nibs capable of burning 
a myriad of textures in confined spaces. 

Hie roots of pyrography in Europe and Australia 
were, and still are, much more focused on flat art¬ 
work and on the decoration of furniture and 
turnings. It is seen more as an aesthetic pastime, a 
way oi burning pictures with lire rather than tex¬ 
turing wood. Designed to keep the hand cool 
while burning for long periods of time on hard 
surfaces, handles tn these areas tend to be larger 
than their North American counterparts,The nibs 
have not developed past their intended drawing 


II 


Equipment, Work Area, & Safety 
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Chapter I 



TIP 


Voltage arid plug 
points between 
geographic locot'ons 
vary. A North 
American burner 
cannot be used in 
Australia or Britain, 
and vice versa. 




Figure 1A: A typical variable-temperature 
pyrographic machine comes with an on/off switch 
and a dial to adjust nib temperature. "Dual Units/’ 
as illustrated above, have the option ot using two 
pens on the one machine. A togqfe switch controls 
which pen is in use. 

purpose, so they lack the variety of rhosc found in 
North America. 

But all is not lost. If you reallv want .1 burner 

# # 

from another country that has .ill the feature* vou 

d ft 

want* it mav be made avai (able to vou, Some 

* 

manufacturers are now catering to international 
customers hv providing units that can he used in 
other countries* Of course* imported tools will 
invariable cost vou more than those loeallv made. 
It you want an imported burner, contact the 
manufacturer or distributor directlv and organize 
shipment by mail or you might be able to find a 
local company that stocks that brand. In any 
event, the manufacturer will be able ro advise vou 

W 

of availability, (See the Resources section on page 
138 for a list ol manufacturers.) 

If you do nr have access ro the Internet or if vou 

« |r 

don t wish to go 10 too much trouble, the most 
likely place to find woodburning equipment is at 
specialist woodworking or wood carving supply 
shops. Most will usually srock a limited selection 
<>t one or two brands of variable^ temperature 


burners and associated products, and some 
will even let vou try before vou buy. Some of 

p 1# 44 

these stores will also stock the basic set-tempera- 
ture burners. 

Other places you can find pyrography tools and 
products include craft supply on rices and major 

retail chains, l he units so ij th ere usua IIV fall 

■# 

under the solid point category, ! hey look [ike sob 
deriilg irons,are cheaper than variable-temperature 
burners, are usually set to one temperature, and 
arc generally directed toward the hobbyist. Some 
of ihesc irons arc of a quality and tempera nine that 
alio w verv decent pyrographv to be done. I fie re 
are, however, some extremely cheap irons that 

flood the market now and then. I hcv are usually 

» -■ 

p 1 i]l 1 I f y, .011 1 ill' 11 lli Cr nr,:eM M f :■ Im ' ' n\\ 
that effective burning is either almost impossible 
or painfully slow. 

More rlian anything, the Internet has opened 
up the world of pyrography. Not only has it 
allowed people to see other pvrographic art, but a 
has also opened their eyes ro the team res available 
on other pvrographic machines. With this has 
come a demand lor manufacturers to begin offer 
mg these features as options to iheir standard 
machines. For instance, manv British and 

■r 

Australian ■‘Style machines only have a lew writing 
nibs available. People in these areas are now asking 
that the m.iniifacrurcr provide a larger range of 
nib designs because, after viewing North American 
systems, thev would .ike this option rather than 
having to make rheir own nibs or purchase differ¬ 
ent bur nets. 

Conversely, some North American manufactor 

m 

ers are now supplying pens that take plain 
nichrnmc (nickcl/c hromium) wire so that their 
customers can fashion their own nibs .11 *1 I met ion 
ot the cost they normally pay. 

General Considerations 

Generally speaking, pyrography machines t all 
into two categories: solid point, sct-tcmpcraturc 
machines and wire nib, variable-tempera ture 
machines. Fieri though both types are designed 
to do the same chine, thc% f arc verv different. 
Before vou buy a burner, 1 advise you to consider 

V W f 

the following three points: 















Chapter 


I ) Cast: How much do you want to spend? 

2) Timc: \X bar and h*iw m uc h vou intend i<> 

# 

burn? 

3) Features: What features would you like the 
burner to have? 

Solid Point Burners 

At around a third or less of the cost of a wire 
burner, solid point burners are far less expensive to 
buy. Solid point burners look much like a so Sdcr 
ing iron but are specially designed for 
woodburning. (See Figure IB.) There is a tempta¬ 
tion lor some people to buy a soldering iron, but 
be prepared for disappointment ii you go this 
route, as rhey rarelv burn hot enough to be effec¬ 
tive nor do they have the correct nib shapes* The 

nibs of solid point burners are larger than those ol 
wire burners and are often shaped from rods of 
copper or brass. They either slide or screw into the 
heating element, f he handles tend to be larger 
than those ui wire burners, and vour hand is held 

d 

further back from vour work. 

A decent quality solid point burner will burn 
most woods except those that are very hard. 
Because most arc set on one temperarure only, you 
need to adjust your hand speed ro after the dark¬ 
ness of vour work/f lie faster you move the burner, 
the lighter the mark, arid the slower you move the 
burner, the darker rhe mark. 

Generally speaking, solid point burners aren't as 
capable ol doing the detailed work of a wire nib. 
They are especially good for broad, large-scale 
work, but l vc also seen some excellent examples 
of small to medium-scale work. 

There are a couple of solid point burners avail¬ 
able that feature variable heat adjustment, but 
they also take minutes to warm up and are much 
more expensive than irons with ^et temperatures. 

Wire Nib Burners 

Wire nib burners generally fall into two categories: 

the factory-made nib style or North America and 
the hot-wire style of Britain/Europe and Australia. 
Both types have a power box that has an un/oll 
switch arid a dial that allows you to change the tem¬ 
perature of the nib. Nibs arc heated when electricity 
is passed through a wire ami can usually be red-hot 




Figure IB: A solid point, set-temperature 
pyrographic burner looks somewhat like a 
soldering iron, A solid nib is heated by an element, 
and the temperature can't be adjusted 



Figure 1C: The nithrome wire nibs of the 
European-style pyrographtc pen are usually held in 
place by two screws. 

within seconds. Cool down time Is nearly as fast. A 

m 

hand I e or pyrugraplm pen is connected to the 
power box via a cord, and the nib is located at the 
end. Phis is where the two types stair to differ. 

Eu ropcan-«StyIe Burners 

I uropcan-srylc handles tend ro he connected to 
rhe power source by a solder jot nr, and the nibs 
are held in place on the handle by two screws* (See 
Figure IG.) Nibs can be changed by loosening ihe 
connection screws, swapping the nib, then re- 
lightening. The screws provide a snug contact for 
smooth conduction. 

The range of nibs made by each manufacturer 
can he limited; however, rhe nib ware for these 
units is cheap to buy and can be made into various 
shapes by the owner. This can be a deterrent for 
people w ho require specialized nibs ro achieve life¬ 
like textures on their wildlife carvings, but for 
most Rat and decorative bu rners, a basic set of 
skew, shader, and writing nibs is all that is needed 
to achieve what they want. Even the humble nib 
of bent hot wire can product: remarkable results] 

Nor t h -American-Style Burners 

f 

North American pyrography pens come in two 
styles: interchangeable nib and fixed nib. 
Regardless of the pen style, connection to the 
power base is also by cord, but generally the cords 
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Figure ID: The North American style pyrographic 
pens tend to tome with a large variety of factory 
made nib 1 ; The nibs are either slotted or soldered 
in place. 

artni soldered in place; instead ihev are attached 
by either jacks or scresvs. 

Most North American interchangeable nibs are 
simpK slotted into place on two posts at the end 

ol the handle. Because it's not necessary to buy a 

+ * 

new handle when you want ;i new nib, rhey arc 
I n less expensive than fixed inks, bill the puot 
performance oi most interchangeable mbs negates 
the financial benefit, because there is less eliicient 
conduction with the connection of rhe infer- 
changeable nibs, the heat can Uncinate and the 
handle can get quite hot- A slotted interchange 
able-nih system might he betrer suited ro someone 
who is intending ro burn only in very short spells 
or to sign their name, for the keen pyrographen 
solder or screw connections produce far better, 
mote consistent results* 

Some North American companies now manu 
Liemre a pen that has screw contacts to allow* 
people to interchange homemade and factory 
nibs, Changing over screw nibs might take a little 
longer than the slotted variety but the improved 
conduction may well make it worth the effort. 

I be burning rip of a fixed-nib pen is soldered 
in place, providing a better electrical connection 
than the previous types, {See Figure 1 DJ Fixed 
nibs arc, by far, more reliable than interchange¬ 
able nibs* but they are also more expensive. Each 
time vou want a new stvle of nib von will have to 

# fd * 

buy a whole new pen. 

Features to Consider 

Once von ve dek ided on rhe tvpc of p\ lographk 
tool you want* you might want to consider .some 
features be lore vou make your final purchase* 
Solid point, set-temperature burners are pretty 
straightforward with only a few* variations. Some 
corn panics Lifter b umers in a range of wattage. 


and obviously, ihc higher the wattage* rhe hotter it 
burns. (Anything below 20 watts can be quite 
slow*.} Also* make sure the burners come with a 
decent variety of nib shapes and that you can buy 
replacements or perhaps different designs if you 
need ro. 

W ire nib, variable-temperature machines offer a 
lor more variety. It can be a little daunting to 
know what ro ask about or consider when com¬ 
paring ieuturcs, so ['ve prepared a small guideline 
to help vou find vout w av. 

# * * 4 

Power; Have enough power for your needs. If 
vou plan to do a lot ol burning on extitrmelv hard 

/ I C v 

wood, you will nc ed a mac hi nc with plenty of 
grunt. 1 here should be no fluctuation in burning 
temperature once the nib is on the surface. It Is 
natural for the nib to be slightly hotter on first 
contact with the surface, hut the burn should be 

l s i s : i- • 11 :•! . ll-r I ib is i|n\\ U .Mid ti.nvling. 

When the nib is again lifted, the heat shoo Id 

recover to the nib almost immediately. 

* 

Handle: 1 he handle must be as comfortable 
and as cool as possible. A hot handle simply dis¬ 
tracts vou Irom what should be an enjoyable 

r j/ 

experience. As a personal preference, I find foam 
grips make long burning sessions more comfort¬ 
able, Some companies supply extra foam grips or 
vented covers for their handles. 

Dual handle: Some machines are ca pablc of 
having two handles plugged in at once. Usually* 
onlv one pen at a time can be used (toggled by a 
switch), bur its a handy feature to have and saves 

r l 

you rhe rime and rhe wear and rear nf swapping 
out pens when you want to change a nib. 

Warranty and service; Naturally, make sure 
there is adequate warranty and service covering 
your burner. Ask about machine repair should 
there be a problem. A lot ol companies will have a 
pen repair service at minimal cost and can also 
make a nib from your own design. 

Heavy-duty and standard pens: Some compa¬ 
nies offer heavy-duty pens as well as standard pens. 
Standard pens are for delicate to normal burning; 
heavy duty pens can take extra punishment and 
require 16-gauge cord which is usually supplied. 
Temperature diali Some units come with low- 
end temperature adjustment. This allows you to 








turn the he at down farther if the first setting h still 
too hot. This feature is a nice addition if YOU arc 

w 

using your burner to sculpt wax, but is not ncccs 
sarv tor general woodburning. 

On/ofK indicator: A light indicator is essential 
to avoid leaving vuur burner on bv mistake. 

W # # 


Adaptors; Pen and jack adaptors that allow you 
to use other brands of pens are available for some 
North American machines. This can be a handy 

4 

feature if you want to change power bases without 
wasting vour old pens or if you want to Huv a stvle 
of nib not available in vour own brand. 




Solid Point fSurner Pros 

■ Inexpensive to buy 

■ M luc readib available 

■ Nibs are not easily damaged 

■ Nibs can be ca.si!v made 

# 

I Good for medium tu large’Stale work 

■ Branding stamps can be an optional 
extra fur some burners 


Solid Point burner Cons 

■ Nibs are slow ro hear up and cool down 
(up to 5 minutes) 

B 1 arge Handle 

I Heating element below the handle is 
extremely hoc 

■ Usually no on/of 1 switch 

# 

■ Burns wood at a slower rate: is mote time 
consuming to bum with 

■ Hand is farther a wav from work 

* 

■ t css control for delicate work 

H Not capable of extremely detailed work 

■ Can burn out alter a lot of use 



Wire Nib Pros 

■ Capable of very delicarc work 

fl Capable ol burning the hardest uf woods 

■ Nibs cool rapidly and lake a mailer ol 
seconds to heat 

■ Most units can dial a range from cool 
to red-hot 

I Includes on/oil switch 

■ Burns wood more quickly; is less time con¬ 
suming to burn with 

■ Easy nib changes 

■ Owners of European-style machines can 
make their uwn inexpensive nibs from 
Nichrome wire 

B Owners of North-America n-sfy l* machines 

V 

can choose from a huge range of factory- 
made nibs 


Wire Nib Cons 

■ M ore expensive to buy 

■ Not readilv found; sometimes mail order 

4r 

is necessary 

B Repair can be more difficult or expensive 
it purchase point is not local 

B Fixed-nib pens ot North American models 

can be expensive 

B Interchangeable-nib pens can be an reliable 
B Nib size and strength is limited by the 

gauge of w ire 

B Nibs ate more easily damaged 
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Figure IE: A pyrographic machine, mb cleaning mater. ali, practice board and a blade are all that are 
needed for the basic pyrographic setup. 


Other Equipment and Setup 

The setup of your work area basically consists or a 
pyrographic machine, a nib cleaner, a practice 
board, and a blade. (Sec Figure IE.) I he follow 
mg is a list of rhe other equipment you will need 
in your kit for various stages of pyrography 
projects. ( We ll have a look at any other special 
equipment you might need in its relevant section.! 


* Light source: Usually shines from the direction 
opposite your drawing hand. 

* Sandpaper: To prepare the surface of the timber. 

* Rag or tack cloth: To clean away dust, 

* Scrap material: For practicing your strokes 
and testing the temperature of the nib. (Use 
the same material as the main project.) 

* Fin lid of an old jar: For holding warm nibs. 

* Old sheet of plywood: To place on a w ork 
bench as protection front scorches. 

* Nib'cleaning materials: See Chapter 5 
lor suggestions, 

* Pliers: For removing hot nibs from solid point 
and interchangeable wire burners. 


* Leaning board to tilt work: As simple as a 

piece of plywood leaning against some books. 

* Sharp blade: For picking out highlights, 
erasing mistakes, cutting patterns, sharpening 
blades, and cleaning stubborn carbon from mbs. 

* Graphite paper: To transfer a design 
or pattern* 

* Tracing paper: Another method to 
transfer designs. 

* Tape: For holding patterns down during transfer* 

* l ine red ballpoint pen: For transferring 
patterns. {Red is more easily seen over black 
pattern lines.) 

* Scissors: For cutting paper. 

* Ruler: For ruling straight lines and measuring. 

* #2B pencil: Suit enough to erase, lor drawing 
on wood without leaving an impression. 

* Pencil sharpener: lb sharpen pencils, 

* Eraser: Gum or other soft eraser. 

* Varnish: Sprav or brush on, to protect your work 
alter completion. ( Sec Chapter 3 lor suggestions*) 






















Figure IF: Sreeze can disrupt the consistency of nib heat it's better to position a fan to pull smoke away 
from your project, rather than across it, 


a 

few rules of safety should be observed. 

* 

* Never use treated or sealed wood tor 
pyiugraphy. Burning treated wood can produce 
toxic fumes* 

* Never use medium ^density f lberhoard (MDF)* 

9 

m.uvmadc boards, or other bonded materia! lor 
pyrographv. They can be made of toxic materi- 

i ;v .Hill Hit- UiniL",. : t I r- i o.l, . : II , hum- n- 1 r, 

health problems. 

* Natl! I I I L ur*. Lilt- ill- t -■ i J T I', , I -L t J 1 n t Link 

slit-el mg, as sometimes it can be impregnated 
with a resinous binder to improve the durability. 

"• v :lj l hi i r, 11k, .. 'I. i . I i i ■ :i' I •.! - it ■ 

into the glue layer. 


5afettj 


To prevent harm coming to the pyrographer 


Many pyrographic techniques produce little or 
no smoke, but there is no denying that some* 
times ,i little wood >ino ke is produced* 


especially when you have vour nih hear ser on 
high* Obviously, a dust collection or ventilation 
system is best to extract smoke, but the average 
hobbyist usually will not have access to one. 
There are several other alternatives to prevent 
breathing smoke. 

1) Use a tan, pointed away from vour work* to suck 
die mtio kc away* The air Irani a tan pointed at 
your work can aifea the nib temperature, result 
mg in inconsistent burning. {See Figure IF*) 1 he 
satire can happen with a draft from a window, 

2) Work in a well ventilated room. 

3) Make sure vour head stays tar back from vour 

m * ■# 

work, TiIcing your work by placing it on a 
sloped surface wilt allow you (o keep your head 
back and still see vour work, 

4) You can use your breath to gently blow away a 
stream of smoke as long as you don't blow 
directly on the nib, 

9 ' 

3) Masks and smoke filtration systems are another 
oprion; however, it must be kepr in mind that 
Miii'ke panic k\ ,m: extreme] 1 , rnirjle .uid ,m/r 


* 
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age filters will not trap them. A dust mask will 
certainly not he sufficient, and only chose 
masks and filtration systems rated to capture 
smoke will be adequate* Please ask a specialist 
for further advice. 

* Always turn vour burner oil w hen vou re not 

m -m -f 1 

working,* Its easy to get distracted and forget its 
siiff on,, 

* Place vour project on a slope to keep your hand 
angled away from hear rising from the nib* 

* Even though hot-cutting polystyrene is a recom¬ 
mended side use tor some burning units, I do 
not recommend it. This material con tains some 
chemicals that I believe could be hazardous to 
one s immediate and long term health, 1 am 
equally wary of acrylic resin (the plastic-type 
sheeting that looks like glass)* Some p\ rogra 
P h ers ad vocace burning this material* but 1 
would strongly urge caution. The same goes for 
using sanding scalers on wood and then burn¬ 
ing. 

1 here arc other materials you might be tempted 
to burn at rimes* Before you do, question your 
choke* It it isrii a natural product think twice* 
When in doubt, ask the manufacturer tor a 
Material Safety Data Sheer (MSDS). These 
sheets aren't always readily available, bur a search 

on the Internet will invariably find the MSDS 

■* 

information you arc looking for* 


* Always nun off the iron to change nibs* 

* Always wear a dust mask when sanding* 

■ Dour leave children unattended around a 
burner—they are lascinatcd by pyrographv. 

* I here are sonic techniques that encourage the 
pvrographer to burn on top t>! pigments* It is 
still unknown if there is general danger in this 
practice, so take care in choosing the tvpcs of 
pigments It) burn over. Avoid paints and pig 
ments dial contain lead and other metals such as 
cadmium* as well as any that contain arsenic and 
other chemicals. Do not burn on a surface 
painted with acrylic p unts* Ask the manufac¬ 
turer or your art supplier it you arc unsure. 

* Leather and animal hides are wonderful to work 
on, but please use only vegetable-tanned leather* 
Chromium-tanned leather can pioduce danger¬ 
ous fumes* (Chromium leather often appears 
more soft arid supple,) 

* If the cord or handle of vour burner gets hor and 
you are getting little or no heat to the nib, turn 
off the unit and check all of the connections to 
sec if they are firmly plugged or screwed in* If 
rhe problem persists (and especially if there is a 
buzzing noise). 1 suggest you contact the manu¬ 
facturer for advice before further use* 


* il you have a solid point* set temperature burner* 
be aware that the heating element can get 
extremely hor and that you should keep your 
hand v* di .iv.a\ from this Are.,. 


• Never burn near water. 


• \\ hen resting your burning pen, use the holder 
provided to present an accident. 

• Lastly, some heavy sap woods, such as cedar, can 
cause irritation to a small percentage of people* 
If you burn on a wood that seems to upset vou* 
please discontinue using it. 









Good preparation is essentia) u> producing consis¬ 
tent pvrographic results. Jn this chapter, you will 
learn how to prepare a rim her surface and the var¬ 
ious wav* to transfer a design to vour project* 

Preparing the Wood 

Pyrography is a physical craft* To burn a line of 
even color, the nib must travel across the surface at 
an even* consistent speed* to help us achieve this* 
the timber for pyrography work needs to be fine 

sanded so that the nib can travel smoothlv across 

■ 

the surface with as little resistance as possible* 

{land sanding is the cheapest method but not 
always the easiest. For larger projects or when I 

need to do several pieces* I use either an inverted 
belt sander or a fandom orbital (eccentric) sander* 
Yrs. these machines can cost a little bit to buy ini- 
dally but, believe me* il the wood needs a lair bit 

m 

or work* they can sure cut down on effort and save 

•* 

enormous chunks of time* 

A Ij nisher is like a slow-moving* bench-mounted 
belt sander* and its ideal for strat ght-edged proj- 
ects, like signs* Its also perfect for sanding small 
objects like refrigerator magnets and key ring 


blanks—objects where it is easier to place the blank 
on the Sander* rather than the sunder c n the blank* 


( i lus also applies to hand sanding small objects*) 

A random orbital sander is easy to use and won't 

* 

run a wav from the work or damage the wood like 
a disc sander can. Flat orbital, mouse* and palm 
sanders will also do a decent job* 1 find a little 
touch of hand sanding with 1OO/6OO grit (extra 
fine) sandpaper is sometimes necessary if you want 
a super-fine finish or need to eliminate any swirl 
marks alter machine sand inn. 


For small projects, 1 hand sand with either a 
sanding block or a sanding pad. Sanding blocks 
are more suitable for fiat surfaces and can be as 
simple as a block of wood w ith sandpaper wrapped 
around it* or, to make life easier, vau can buy 

m <f 

foam blocks at your hardware store that are impreg¬ 
nated with abrasive material* Sanding pads are 
more flexible and arc excellent for sanding round 
objects or spor sanding small areas* 

Once you have finished sanding, wipe down the 
surface with an old rag or tack cloth* and you're 
ready to transfer your design. 


IQ 
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I lacing the Design 

Wli trn placing the design* orientate it to suit the 
shape and grain of the wood* If the direction of 
your design is landscape* or horizontal, it's better 
to bn the pattern on the wood so that the grain 
runs horizontally across the picture. You tan then 
incorporate rhe grain or features of the wood into 
the picture. For instance, sortie grain can help to 
accentuate items like cloud patterns, water* the 
ground, or stripes on a zebra. 

Faults in the wood can also be utilized to help 
the piece, rather than hinder it, A knot in ihe 
wood can become a depression in a tree or a fallen 
log. Spa I ting, a fungal discoloration of the timber, 
can become an evening skv or an angry sea. 

Because wood can bum differently depending 
on its density, its also a good point to remember 
ro avoid placing the main subject of your drawing 
halfway across two different parts of timber. For 
example* if vou are burning a picture of a horse 
and vou have hall of it over a hard patch of grain 
and half over a soft patch, you will end up with 
two distinctly different-looking halves of a horse. 

Transferring the Design 

Careful transfer o! a design will give the pyrogra- 
pher a clear "map ' to follow when the burning 


begins. The following methods outline some of 
the ways this can be accomplished. 

Tracing: 1 recommend never using carbon paper 
to transfer your pattern or design. Lines traced 
with carbon can hleed on contact with heat and 
are difficult, if not impossible, ro erase. If you do 
choose to use carbon paper, sand the transferred 
pattern enough so that a faint line is all that is left. 
(See Figure 2A and Figure 2Bd Black graphite 
paper won t bleed and can be erased or sanded to 
lighten an area that has transferred too darkly. A 
2B pencil can darken any lines that are too faint. 
Graphite paper also comes in while, which is 
handy il you want to trace a design on very dark 
or pro-burnt wood* 

Heat transfer! If a pattern is made with a laser 
printer or photocopier, it can be placed face down, 
and when heat is applied to the back, the pattern 
will he transferred to the surface underneath. (See 
Figure 2C and Figure 2D.) The drawback of this 
method is that the image will be the reverse ol the 
original. It you want the image to be an exact 
copy of the original, you will have to flip the 
image on your computer or on a photocopy 
machine before transfer 

A shading mb turned up quire high and ru bbed 

along the lines of the pattern gives an extremely 



Figure 2A Figure 2B 

Tracing 

1) Place the pattern face up, 

2) Tape the pattern in position. 

3) Place graphite paper between the pattern and the object. 

4) Test that the graphite paper is right side down. 

5) Trace the pattern with a 2H pencil or a red fine ballpoint pen. 

6) Lightly sand the design if the transferred image is too dark, If it >s too light, darken it with a 2B pencil 
















HAFTER. 2 



Figure 2C Figure 2D 

Heat Transfer 

1 ) Place the pattern face down on the object 

2) Tape the pattern in position. 

3) Use a shading mb or a clothes iron to heat the back of the pattern. 

4) Sand lightly if the image appears too dark {Faint lines are preferable to dark lines because they won't 
show in the finished project.) 


crisp transfer. A clothes iron (without the steam 
on) can also be used, but I've found that the toe o! 
the iron, not just the base, needs to be rubbed 
firmly over the pattern to prevent a patchy trans¬ 
fer. Freshly primed paper works best. Lightly sand 
oil excess darkness after the transfer, leaving just a 
faint pattern. 



Figure 2E 
Spirit Transfer 

1) Place the pattern face down on the object 


Spirit transfer: La'-er primed or ph otocopicd 
images can be transferred by placing the images 
face down and rubbing mineral spirits on the 
back. The spirits dissolve the ink, which is then 
transferred to the surface underneath. (Sec Figure 
2E and Figure 2F.) If you want the image to he 
an exact copy of the original, you will have to flip 



Figure 2F 


2) Tape the pattern in place 

3) Use a brush or your fingers to moisten paper with mineral spirits 

4) Push down to transfer the ink image. 

5) Peel the paper away and atiow the wood to dry thoroughly, 

6) Lightly sand if the image has transferred too darkly. 



Preparation and Ti 
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the image on your computer or on a photocopy 

machine before transferring. 

The spirit transfer method is faster than the 
heat transfer method, hut a little messier, I also 
found that ihc image wasn't as crisp and that 
there was a tendency for an image to bleed if you 
are a little heavy-handed with the rubbing. Let 
the spirit evaporate and lightly sand the pattern so 
that only a light image remains before you bum. 

Patterns 

It is not necessary to be an artist to do pyrogra- 
phv* lit fact, like other crafts, most people who 
burn do so from the patterns and designs of oth¬ 
ers, It can be difficult to obtain or buy patterns 

for pyrography if you don t know where to look, 
but here are a lew suggestions: folk art pattern 
books, sketch books, lead lighting patterns, pat 
tern CDs, carving patterns, and clip art. There are 
also an increasing number of patterns specifically 



Figure 2G; A pattern showing the main features and the direction of hair 


dedicated to pyrography where both a line pattern 
and ronaE picture are provided. 

Many types of black and white art could also 
give you inspiration. Some suggestions are pencil 
art, black-and-white photography, charcoal art, 
geometric patterns, Celtic art, cartoons, pen-and- 
ink art. lithographs* etchings, and oilier lorms of 
print medium. 

l astly, a search on the Internet for cither pyro- 
graphic patterns or "woodburning patterns will 
harvest many choices. For simple burning proj¬ 
ects, the internet also has many clip art sites that 
have images to download* 



You can easily make your own patterns from pho¬ 
tographs as long as thev are copyright-free or taken 
by you. The copyright law automatically protects 
most images and artwork. This means you canV 
use (he image for your own pro! it without permis¬ 
sion of the ow ner, There are many places how ever, 
especially on the Internee* where you can find 
copyright-free images ro download* You can also 
purchase images, patterns books, and CDs. 

Once you find a photo or an image from which 
you would like to make a pattern, you can down¬ 
load it or scan it into your computer and then 
resize it to (he size you want* It can then be printed 
and used immediately as a pattern. (I recommend 
using graphite paper to rransfer ltd You could 
also use tracing paper to copy the basic elements 
of the picture or use a photocopier. To prevent 
ruining pictures from a pattern book, you could 
scan them and use the printouts for transferring 
the picture instead of the original. 

Remember, when you are making your own 
patterns Ironi a photograph, its not necessary to 
trace every little detail ot the picture, (See Figure 
2GJ In the pattern ro the left, you'll see that IVe 

only draw n the main features of the wolf as well as 

# 

mapped in the direction of the iur with little pen 
strokes. You’ll also notice that 1 haven t used solid 
pen tines to draw the edges of the wolf, When 
tracing the outline of an animal* it s better to indi¬ 
cate the edge by flicking strokes in the direction of 
the fur, rather than drawing a solid line. 










Pyrography is not limited to wood alone. Leather, 
paper, and gourds can also he used to expand and 
enhance the pyrographic experience* In this chap* 
ter, we look at the various considerations when 
burning on these and some other natural materials* 

Suitable Timber 

Many woods can be burned, but some are more 
suired ro pyrography than others* Ideally, light* 
colored wood allows for the best contrast between 
the burned picture and the surface, (See Figure 
3A*j Most people prefer wood with as lirrlc grain 
as possible to provide a blank can vis lor burning* 
Heavily grained wood is more of a challenge, but 
it the grain is incorporated into the design, the 
results can be dramatic* 

Dark wood can also be used, but the burned 
image tends to get lost in the background, espe¬ 
cially after varnishing* For this reason, paint or 
other pigments are often used in conjunction with 
pyrography on dark materials to help the image 
stand our, (See Figure 3B*) 

With a powerful enough pyrography machine, 
the hardest of woods can be successlullv burned, 
but soft and evenly textured woods arc mere 

m 

consistent to burn on and also allow the nib ro 
rna L e an easy impression in the wood il you wish 
to texture heavily. 

The form of timber will largely depend on what 
vuu wam to do with it* Fur instance, il you warn 

# 9 

to frame and hang your work sou might consider 



Figure 3A: Koala Being blond in color, t mbers 
like basswood allow a higher contrast between 
the burning and the background. Its soft, even 
texture also makes basswood one of the most 
popular of alt burning materials. 










Figure 36: Here's Looking at You. Darker timbers provide less contrast 
between the burning and the background. For this reason, color is often used 
in conjunction to help the design stand out. 




Figure 3G Platypus Diving. Natural-edged timber slabs can provide a dynamic 
canvas for pyrography. This can be especially effective when care is taken to 
select a subject that suits the shape of the wood. 


using plywood or veneer. Cabinet or fiirniture- 
qualiry plywood can make a wonderful backdrop 
for your work as long as you take care nor to burn 
so heavily as to penetrate the glue Ln cr, which lies 
between rhe sheers of timber veneer. Take the 
same care when using manmade wood that's been 
lamina red Wi th veneer* 


Til 


Some suppliers 
offer o planing and 
sanding service. 


Planks of solid tim¬ 
ber can be found at vour 
hardware store or tim¬ 
ber supply store. They 

arc excellent for signs, fl VjL 

functional items, and 

wall hangings. Wood " * m 

that still has its bark 

edge left in place makes a natural and effective 
self-framed surlace to burn. (See Figure 3C.) 1 he 
most popular of these are the basswood rounds 
and planks that can be found in many craft and 
woodcarving stores in the United States and 
Canada. I'eople in other countries might have 
more Trouble rinding this wood, so an alternative 
is to go to a wood supplier that specializes in 
exotic and natural'edged timber for die wood* 
working and turning community. Sometimes you 
can find lovely planks of natural-cdgcd wood, 
which Call be dressed and inr in iih k-iigili un: 
necd.This is also an ideal location to shop around 
for burl slabs* 


Wood blanks from craft scores are another popu¬ 
lar product for pyrography* Many craft stores have 
a variety of products made for the folk art and 
pvrographv industries. These blanks come in the 
form of untreated picture frames, kitchen utensils, 
boxes* plaques, and other functional items and are 
made from a variety of woods* In the United States 

m 

and Canada, they tend to be made ol basswood, In 

« 

the United Kingdom, sycamore, beech, lime, and 
birch arc popular. In Australia, pine, sassafras, and 


hoop pine are more common. 

Another popular application ol pvrography is 
on furniture. With some time and imagination, 
an inexpensive pine coffee table can be turned 
into a family heirloom. Even the wooden features 

4 

of a house, like kitchen cabinets, can have an indi¬ 
vidual touch added to them. Irk just important to 

remember to not burn on timber that is already 

# 

treated or sealed. 


























Padingand Finishing 

Eyrography on timber needs to be sealed for its 
own protection by using varnish or oil, Escaped 
can be used> but it docs tend to yellow timber and 
th is effect can mute the contrast of your burning* 
l imber stavs closer to its original color when fin¬ 
ished with acrylic varnish- For a clear, rapid-dry 
finish* I like to use water-based acrylic varnish or 
spirit-based acrylic spray on much of my own 
work, lung, Danish* and other wood oils can also 
be used, bul the\ do tend to darken die wood arid 

m 

cam be used on work that has color* 


To prevent possible hiding of your pyrographv 
and I lie timber, varnishes containing IV inhibitors 
should be considered. I his is especially true ol 
work that will be exposed to strong* direct artifi¬ 
cial or natural light. A marine varnish or a 
heavy-duty varnish with UV filters should be con- 
side red it the work is intended (or outdoor display* 


■ jelutong: Very pale and soft wood from 
Asia* Extremely easy to burn and provides 
good contrast. 

■ Maples Cream to light brown/red* very* 
uniform, fine grained. 

■ Pi net Pitnts m J a nd o t he > p ipe < a n b t 
challcnging to burn. Von will need to slow 
down while burning on the grain so you Jou r 
end up with a checkered picture* It is soft and 
readilv available. 

J 

■ Poplar! Very pale to yellow. (- 3 rain is medium- 
fine but very uniform. 

I Queensland ash: Australian wood, pale 
in color, 

■ Red alders Relatively soft wood that is pale 
yellow jn color and evenly textured, 

U Sy camore: Pale yellow/cream to a light 

honey color. 

* 

■ Yellow cedars Pale yellow, evenly textured* 

i r 


rip 


Pyrogrophy can 
fade if placed in 
strong, direct 
artificial or natural 
light. To help prevent 
fading, it is best to 
position your work in 
areas of indirect or 
diffuse light. 


Recommended t imbers 

■ Aspen: Light colored, soft wood. 

■ Basswood: Probably the most popular burning 
wood. Soft, pale, and cvcn-graincd* It i$ similar 
10 linden or lime in parts ul Europe, 

I Beech: Creamy colored to light brown, bine 
and silky with a close, ever, texture. 

w 

■ Birch: Even-grained, creamy colored wood. 

I Butternut: Medium brown and soft. 

I Camphor laurel: Yellowish wood, soft to 
medium hardness* 

■ Cedar: Light brown, heavily grained, fragrant, 
and soft to burn. Incorporate the grain into 
the work* 

■ Cherry: Light red to pink, even, tight grain, 

■ Cypress: Yellow colored and heavily grained* 
Incorporate the grain into the work. 

■ Holly: Yen naje with little tcuin. Line and 

/ / E ‘C7’ 

even texture. 

I Hoop pine: Salt, blond, and readilv available 
in Australia, especially in ply. Has some broad 
distinctive grain jbut is easily managed. 

■ Huon pine! Australian timber, very pale/white 
wood, fine and even texture with a soft 
contrasting grain. Onlv recycled wood is 
permitted for use. 
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Figure 3D: Charging Elephant Being very soft and having no grain, leather is 
extremely easy To burn on compared TO many other materials 
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Leather can fade in 
strong light, so keep 
this in mind when 
displaying or 
storing your work. 



I have read about 
special acrylic 
leather point, and 
this might be worth 
asking about if you 
plan on doing a lot 
of pointing, 

Highlights car: be 
scratched into 
leather with a sharp 
blade. 

Scratch back 
highlights after the 
conditioner is put on 
to prevent it from 
dulling the highlight 
effect. 



Leather 

Leather is an absolute joy to bum on’ It can stink 
a bit, but that drawback is compensated by the 
sheer ease of burning, (See Figure 3D.) There ]s 
no wood grain to negotiate or fight. The healed 
nib (cooler than needed for wood) sinks nicely 

s 

into rhe surface and lets vou draw w + irh a smooth, 
fast rhythm that isn’t always possible on wood* 
Leather is also quite versatile. It can be presented 
in a frame as something purely decorative or it 
can be used on functional items, such as dog cob 
laps, belts, and bags* 

Leather docs have a few drawbacks unfortu¬ 
nate v* Invariably, good leather is more expensive 
than wood, and it can be much harder to find, I 
now elect to drive some distance to hand pick 
leather that is dean and of good quality* 1 can cm 
it up with a sharp blade and a metal ruler if the 
piece is large or of the wrong si/e- A search in the 
phone book or on the Internet for leather mer¬ 
chants would he the hesr start for finding a supplier* 
Smooth, unblemished t pale tanned feather is 
preferable lor obvious reasons, so t suggest you go 
in to pick it out yourself it at all possible. 

One other slight drawback is that, compared to 
burning on wood* leather burning can gum up 
and dirtv vour nibs very quickly. Vou will find 
yourself constantly needing to kick on built up 
muck as you go along. II you don't* your nib can 
stick and kangaroo hop across the surface, often 
leaving dirt deposits behind as it goes. 

Naturally, cowhides are the most common 

¥ 

leather and mast readilv lound, but man: other 

o> -# 

types of hide, including buckskin T moose, deer, 
and kangaroo, ate suitable as long as they are veg¬ 
etal* I e-tanned and not chromium tanned or 
treated with wax or oil. Many soft leathers arc 

v 

chromium “tanned or bleached, and the fumes 
caused by burning these could be liarmkil to your 
health and should be avoided. Please ask it vou 
have any doubts* 

Leather pyrography is really quite simple, bur 
you need to remember that it requires a lot less 
heat to burn than timber, it's easy to irreparably 
damage rhe finished picture if care isn’t taken, so 
keep a piece of scrap leather nearby to test your 
nib temperature. Most fixed-temperature, solid 


point burners are cool enough to be ideal for 
leather burning, and vaiTahle-tcmpcranne burners 
can be turned down to rhe required gentle hear* 

The aesthetic appeal of leather burning lies in 
its rustic, sepia appearance, but color can also be 
added far a subtle yet dramatic change of pace. 
The re are several mediums that can be used to add 
color, but 1 personally prefer a thin wash of artists 1 
nit paints suspended in nirpe mine. 1 he paint is so 
thin that it subtly colors the leather without cov 
ering the burning. In ihe piece WWj? TtilEtg jk, l 
burned the eagle as I normally would; then* using 

an oil brush, 1 washed a layer of veliow over the 

# / 

head, leathers, and eye, but not the beak* Next. ! 
used a wash of burnt sienna and laid it over all but 
the lips of the feathers, leaving those yellow* A 
white oil wash on the beak completed the picture. 
(Sec Figure 3E.) 

Other color pigments that can be used include 
leather dyes, inks, and even vegetable dve, You ! 
have to experiment with these to be sure they 
don't sit on top of vour pyrography and spoil the 
effect. You may have to use them on untouched 
parts of leather only, like in loik art work, Standard 
acrylic paints can be used if the finished picture is 
to remain flat, otherwise ir can flake oft* Colored 
pencils can also be used, but, because the leather 



Figure 3E: Wedge Tail Eagle, An embossed, almost 3D 
impression can easily be made in leather when 
burning, Color can also be used to accent the subject, 
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hasn't much tooth (texture to capture color), the 
pigment docsni lie thick an the surface, and the 
effect is very subtle indeed. 


The rhkkncss of the leather isn't overly crucial, 
except if you plan to employ a three-dimensional 
effect or emboss heavily as vou burn. Surface 

* dr 


burning is easily done with any o \ the baste nibs, 
including a shader, a skew, and a wriring nib, 
Transfi ?r of patients can he done with graphite 
paper* but erasing is difficult so take care to cover 
vour lines with burning. Soft lead pencils can also 
be used to draw' designs on leather, 

li vour finished product will be handled often, 
your leather might need to be protected from dirt 
and moisture with a leather conditioner or leather 


lacquer. Even art varnish spray can be used if the 
piece is to remain flat and rigid. 


F^per 

Riper is actually quite resilient when it comes to 
burning. In tact, IVc done some brutal things on 
paper with a hot pen, a blowtorch, and engraving 
tools, and I haven’t once broken through by mis¬ 
take. I hat's not to sav that punching through 
won t happen it this medium is approac tied like 
woodburning* It does take a more patient and 
gentler approach than some other terms of pyrog¬ 
raphy, but you will find, as I did, that paper 
pvrographv is not Only very possible but also aes 
thcticaliy lovely to look at. (Sec Figure 3F ) 

The brilliant thing about paper burning is that 
you never have to spend hours searching for the 
perfect piece of burning wood—-its all there wait* 
ing tor vou at the art or craft store. Irk affordable, 
plentiful, and easy to frame and present. 

Both hot- and cold-pressed* aeiddree* rag paper 
can he used. Cold-pressed paper has a rough tex¬ 
ture. w hile hot-pressed tends to be smooth. This is 
the paper that watercolor artists tire, and it can he 
bought in cither single sheets or as part of a pad, 

I find that smooth paper is sometimes more 
preferable for the beginner because its level surface 


is more akin to what thev are used to in wood- 

■» 

burning. Don e discount the character of rough 
paper, though. On textured paper, the burner 
tends to catch the peaks while [caving ihc valleys 
intact, and this can be used to create interesting 
effects or romantic/rustic moods. 



Figure 3F: E**gle Owl . Paper burning is far more 
forgiving than most people expect and the sepia 
effect of pyrography on paper can be quite striking 

The thickness of the paper will depend on the 
effect you want and your experience level, Vvt 

found that its possible to burn on very dim paper, 
but this increases the chance of a hot nib punch¬ 
ing rhrough and ir also limits how heavy-handed 
and textural you can be. Once the nib is in con¬ 
tact with the surface, the heat is readily absorbed 

w 

into the paper, so believe it or not, the nib needs 
to be hotter than that used for wood. The trick 
lies in getting tins hot nib down and in contact 
without burning a blob before the nib can cool 
down ro its normal burning temperature. Both the 
runway and the blowing techniques described in 
chapter five will take the heat off enough to let 

vou do this. 

* 

You could also rry uncolored illustration card¬ 
board ii vou really want to heavily texture and 

d # 4 

engrave the paper. It is possible to burn on colored 
cardboard and paper and achieve some exciting 
resuits, but for sour own -saletv* do consider what 

* j 

chemicals or dves were used to color the paper. 
(See Figure 5G.) 


TIPS 


The burner scorches. 
It does not ignite the 
paper, so don't be 
afraid that the paper 
will catch on fire. 

Transfer of porterns 
can be done with 
graphite paper or 
by other traditional 
tracing methods. 


Materials for p yrography 
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Figure 3G: Gra/mg Deer, Many different colored pigments can be used in conjunction with pyrography on paper 
In this piece, an engraving tool was used to scratch grass highlights in the foreground, 



You W ill need a 


protective piece of 
cardboard or 
plywood between 
your work and the 
tabletop to prevent 
scorch marks- If you 
wish to protect your 
finished niece, you 
can sproy it with ort 


varnish 





You can add color ro a paper burning many 
ways, but I prefer using watercolur, gouache* or 
acrylic paints* Other pigments that are normal tv 
used on paper can be used in con junction with 
paper pyrography, but you should experiment first 
to see how they will interact with your project. 
Heavy burning arid paint washes can buckle 
paper. To help prevent this, I suggest that you 
stretch the paper on a board, the same way water- 
color painters do. Io get a detailed description of 
rhis procedure* consult a warcrcoloi painting 
manual* Basically* you need to soak the paper, 
and then attach it to a board, so when it dries, it 
becomes rant. Soak the paper in clean water ior 
about ten minutes in a bath or basin, let most of 
the excess water run ofl* then place the damp 
paper face up on a flat piece ot thick plywood, 
t ui length?* of gum tape slightly longer than each 
side of the paper, wet them, and secure the sheet 
of paper to the board with the tape* Gum tape is 
also catted gum strip and is used by watercolor 

artists to secure damp paper. It can be found in 
art stores* 1 humbtacks, spaced along the edge, 


can also be used instead of the tape or in conjunc¬ 
tion with tape to help fortify the join* The sheet is 

then left I* i drv. 

/ 

Gourds 

Gourd arcs and crafts already have books, clubs, 
societies, shows, and magazines dedicated to 
them—and with good reason* Gourds are 

extremely versatile ro use both creatively and fane* 

+ # 

rionally; they arc unusual, unique, and popular, 
and they are the hot rising star of the craft indus- 
trv, especially in the United Stares. 

There is !|; 'I l* IS'.: Lj til I 1.1 'l:' : ml- mi i I riTi i rhe 

detads of aL things gourd, but they certainly do 
deserve a mention when it comes to pyrography, 
as both have been intertwined throughout history 
in a happy marriage of vessel and traditional 
design. In the past and in present day, many coun¬ 
tries around the world use gourds as both 
functional and decorative objects that ate often 
burned with basic implements, such as a metal 
rod heated in a fire. J his relationship continues in 
the modern craft industry where gourd crafters 
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Figure 3H: Elephant Gourd, monochrome 
pyrography or gourd Gourds are one of the most 
popular of all mediums to burn on. Their exotic 
shape and leathery appearance work beautifully 
with pyrography. 

often decorate their work with pyrography 
alone or in combination with other mediums. 
(Sec Figure 3H.) 

Gourds arc an inedible fruit that look similar to 
squash or pumpkin. When they arc dry. their shell 
becomes hard and brown. Dried gourds can then 
be used and displayed in a huge variety of ways, 
depending on the shape and sue. Containers, 
lamps, three-dimensional art, jewelry, masks, and 
birdhouses art* among the mam' uses. 

Ii vou want to delve into the extensive world of 
gourds, J suggest you do an Internet search if you 
can. This will reap information ranging from how 
to grow and trail gourds to Finding gourd sup 
plies, societiesi shows* and online groups, I have 
also included some gourd contacts in rhe directory 
in the back of this book, 

The combination ol gourds and pyrography 
lends itself beautifully to designs of natural and 
realistic themes, but geometric patterns and styl¬ 
ized subjects are also used extensively and to 

w 

wonderful efleet. 

Gourds burn “dirty* compared to some types of 
wood, and the mb will need to have carbon and 
muck kicked or rubbed oft as the work proceeds. 
Gourds are a little trickier to burn than flatwoik 
because of their spherical shapes, so you will have 
to find a comfortable wav co hold vour work- 

4 * 

(See Figure 31.) 



Figure 31: Using a writing nib to add stippled texture to the dark 
background of a gourd burning. Note how the finger is planted 
to steady the hand 


All ol the usual nibs work well on gourds, but 
vou will find that the surlacc of a gourd is a little 
shell-like and slightly more slippery to burn rhan 
soft, flat timber. This can cause an odd skid, and, 
tor that reason, f prefer using t sharp skevs lo bum 
my line*. This km fe-like nib seems to dig in and 
anchor itself in the surface, helping ro prevent 
accidents and to promote a clean, crisp line, 
Because the light hits at various angles, texture 
seems to work particularly well on gourds, so dou r 
be afraid to experiment wirh patterns. You can 
also physically cur entire pieces out of the gourd 
shed with a hot nib, opening up a whole new 
dimension in your work. Note: If can be quire 
pulpy under the hard outer layer of the gourd* 
Have a brush and water on hand in case this area 
smolders when cut by a hot nib. 

Color can be used in conjunction with your 
burning if you wish. 1 prefer to use acrylic paints, 
bur many other pigments, including Icarher dyes 
and pencils, can happily he used for various effects. 
Again, I encourage you to experiment on scraps ol 
material to sec what best suits vour style 

■m * 

and objective, 

Patterns and designs can be copied lo the gourd 
either by traditional tracing or by graphite and heat 
transfer methods. A soft pencil can be used to draw 
on the surface, and a damp sponge cart be used lor 
erasing lines, For smooth coverage and ease, 1 rec¬ 
ommend a spray varnish to seal your work. 


TIP 


Mini butane torches 
con also be used lo 
born broad, soft 
designs. 

A coiled piece of 
doth or a mini 
beanbag on your 
lop are various 
ways to hold a 
gourd when 
working on it 


Materials for Pyrography 
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TIPS 


Alter fine sortdmg, 
soak your pre¬ 
sanded tagua in 
three percent 
hydrogen peroxide 
for about 15 
minutes. Rinse it in 
clean water and 
then leave it to dry 
for a couple of doys 
oway from direct 
heat. This will 
remove a lot of oil 
fro m the burning 
surface. (Do not re¬ 
sand after this step 
or the oily surface 
will be re-exposed.) 

Bottled 3% hydro 
gem peroxide can 
be found at your 
pharmacy 

Because of their 
size, solid nib 
burners are not very 
suitable for tagua. 

If your work smells 
like a burnt nut after 
you have sealed it, 
add further layers 
until the smell stops. 
The smelt is an 
indication that the 
pyrography is still 
exposed to the air 
and not properly 
sealed. 


Miscellaneous 
Purographic Materials 

VC'ny not consider hurtling on less common na rural 
materials such as horn, bark, or artists conk? How 
about tagua. antler, ivory, or cork? Each adds a unique 
and exciting new challenge for rhe pvrographer. 

Tagua 

Tagua (pronounced tah-gwah) is also called palm 
ivory or vegetable ivory because ot its similarity in 
look and ted to animal ivorv. Tagua is actually the 
dried nut ol the ivory palm, found growing m ihc 
Amazon Rain Forest. (Please note: tagua harvest 
dues n't destroy the forest* It* sustainable harvest 
actually helps prevent forest destruction and pro 
motes employment.) 

Be*. a use o t their unique nature, tagua arc some¬ 
times difficult to locate. I hcv can he found at 

S 

some woodcarving and timber specialists as well 
is \|u\ '.ilized Stores. [Plr.lv sec the Tic; mi l, till 
more in formation.) Slices can be cut from whole 
nuts bv using a band sa\s, but, because ol the 
unpredictable color and the presence of a void in 
the centre of most nuts, I prefer to buy individual 

slices IrOm the suppliers. 


Before vou bum on tagua vou will need to sand 
if smooch. Because of its hard nature* hand sand¬ 
ing can he rime consuming* I prefer instead to use 
an inverted belt sandcr set on a slow speed. 

1 love tagua burning, but its high oil content 
makes this one of rhe most challenging materials 
Ive ever used* Instead of charring ur scorching the 

surface like other materials, you almost seem to 

■#*> 

create pictures by a combination of cooking and 
producing a ur like substance. 

Th is odd effect can make certain sub jects appear 
quite lifelike* especially when using a sharp skew 
to burn the tagua* (See Figure 3J») The voifibina- 
lion of textured furrows and tar deposits caused 
by the sharp skew can create a very realistic look¬ 
ing fur effect* Simple subjects* such as a flower or 
a butterfly* are suitable for the beginner* but more 
practice is needed to master advanced projects* 
Color an he used cither between burned lines 
to add brightness or on top of pyrography to help 
add realism or highlights. (See Figure 5K*) I per 
so na Hy prefer acrylic paint because ir sirs well on 
top of pyrography and Is vibranr and fast drying* 
Gouache is another good alternative, but I find 
traditional warercolors too transparent and oil 
paints unacceptable* 





Figure 31 Lion Tagua, monochrome pyrography on 
tagua Approximately 1.5 inches high, Tagua is also 
called "vegetable ivory," "palm ivory," and 
"corozo." It can be a challenging material to burn, 
but the rewards can he worth it 



Figure 3K: Wolf Head , tagua nut. acrylic paint on 
top of a pyrographic burning. Approximately 1.25 
inches high. Subtle color can be combined with 
pyrography on tagua to enhance some subject 
matter. 
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Because ol t he high 0)1 con tent and tar 
production, tagua pvrography is by far the most 
dirn" of all burning 1 have tried. Constant cleaning 
ol nibs is essential to enable a smooth t clean burn, 
Nib selection is limited to fine nibs because the size 
ot a fagua slice rarely exceeds 2,3 inches. I use a veiy 
fine skew lor 70 percent of ail ot the work 1 do oil 
tagua, li can be used to draw hues or to fill in and 
shade by using hatching, cross hatching, and stip¬ 
pling (engraving by means of dots and flicks), A 
writingItib burns very sloppy lines, so it 1% often rel¬ 
egated to doing dots and texturing, A shading nib 
can be used traditionally, bur it mtghr rake practice 
to become skilled with this nib on tagua, 

eo finish, I recommend spraying the work with 
a spirit-based acrylic. You w ill need to spray the 
surface .several times to completely seal the pyrog- 
raphy, but not so much that you obscure the 
texture marks. ! he reason for sealing your work is 
because tagua burning will bleed on contact with 
water, It will also wear away with handling, so a 
decent coverage is essential to protect your work. 
It's certainly challenging enough to burn in 
miniature without rhe added hassles of an oily sur¬ 
face and unpredictable burn, but there is no 
denying that people find tagua quite fascinating 
and that the burned nuts make terrific wearable 
art, (See figure 3LJ [( you do try tagua pyrogra 
phy, please remember that it can either look very 
good or very bad. Done feel discouraged if its the 
latter-—you won t be alone! Just try again, 


Bark 

The papery bark f rom several varieties of trees can 
be used for pvrography. Of the barks 
have tried, both the Australian paper bark and 
North American paper birch require a gentle beat. 
I found the surface to be so suit and spongy that it 
was difficult for lines to hold their edge or for 
shading in be uniform. This created a somewhat 
soft, romantic effect, but it did prove a challenge 
for highly detailed work* Its an interesting burn, 
but unless you have a practiced hand, 1 recom¬ 
mend if for high contrast work or simple subject*. 
Silhouette is a si vie that tan look verv elf et live on 
this sort of medium. 


rip 


Some areos prohibit 
the taking of paper 
birch, so please 
check, with your - 
loca! authorities or 
use private stock. 


Ivortj and Bone 

It is illegal to buy. sell, or trade African c leph ant 
ivory unless it is of pre-embargo stock. Generally 
speaking, only old piano keys and some parrs of 
old tusk can be used lor pvrography projects. 
Fossilized mastodon ivory can be freely bought 
and sold, hut please check with your customs 
authorities about any restrictions that might apply 
in exporting or importing this type of ivory* Please 
note: it is illegal to buy, self or trade anv Indian 
elephant ivory ol anv kind in anv situation, 

I can t sav IVe ever burned on bone, but IVe 
talked to people who have. Based on that and my 
own experience on ivory, Ive come to the conclu¬ 
sion that neither is for the faint-hearted. Thev 

■J 

both require an extremely hot nib—red hoi? 



Figure 31 Butterfly, acrylic paint in between Figure 3M: Hunting Dogs, monochrome pyroqraphy on piano key 

pyrographic burning. Approximately 1.5 inches high. ivory. Approximately 0.75 inches by 0.75 inches. Natural animal 

Vibrant color can be combined with pyrography in a materials, such as bone, mastodon ivory, and piano key ivory, cart 

tole-paintmg fashion to great effect. provide a unique surface for miniature pyrography 
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1 his hear can readily crack ivarv if it is used tor 

# -r 

extended periods, so the ivory must be burned in 
short bursts to avoid this. I've had the most suc¬ 
cess by burning with a pointy skew, which I 
sometimes turn over so t can use the very tip to 
chink into the surface. The picture is basically 
made up of a series o! small aits and incised dots, 
something like a form o} scrimshaw with heat. 

My experience of ivory burning is only on 
piano keys so far, and, overall, ! found it to be 

stickv, hot, and smellv, but the cHcct can be deli- 

*< 

cate and attractive. (See Figure 3M.) 

Three other unusual materials to burn arc horn, 
in tier, and teeth. Because at mv location. We nor 
had a chance to burn on antler or horn (and I 
confess I'd rather not bum on teethK but ! have 
seen some excellent examples of pyrography on 
both, especially antler* The butt end of the antler 
can be cut cross wavs to make a disc that can be 
turned into a pin or pendant* A light-colored area 
can also be sanded back on rhe flat surface of rhe 
antler to create an ideal canvas tor a pyrographie 
picture. Nature scenes seem fitting and ideal tor 
rhis kind of unusual platform* 



Horn, Antler,. • id Teeth 


Cork 

Detailed burning un cork is limited because ©I its 
bumpy ,md suit physical makeup. Simpler designs 
or silhouettes seem to be better suited to this 
material. (See Figure 3N.) Make sure that you use 
natural cork that hasn’t been treated or impreg' 
nated with any chemicals. 

dr 

The finished picture can be left natural or a craft 
spray or varnish could be used to protect the work. 

Artist's Conks (Tree fainais^ 

Another highly unusual medium for pyrography 
i* GttteJirtna *ppUn*tum, the artists conk. This 
is a plate-likc funp.il growth you might see pro¬ 
truding our from rhe base of .1 tree crunk or on a 
dead stump. The upper part of the plate is hard 

and brown, but the underneath is .1 creamv white 

■ 

color, which is the parr that can be b u r ned. Ilf the 
conk is still damp, the underside is soft and very 
easily marked, so pick it carefully and let it dry 
before use* The finished piece can he sprayed with 
a craft varnish for protection. 


© Sue Walters 















Pyrography shim Uni necessarily be limited to 
using traditional burning equipment and tech¬ 
niques. Some ot the most exciting tun can be had 
when we start thinking outside ol the square! The 
following chapter shows some examples of less tra- 
ditjonal pyrographic applications. 

Negative Purograpnu 

Negative pyrography shows tKc design surrounded 
by dark burning so that it stands out in stark relief 
to u> surroundings. This is achieved bv using one 
of the following methods: adding the background 
os removing the picture. 

Adding the background 

In rids first example of negative pyrography, the 
otitime of a design is burned, and then all areas 
outside the outline are colored in bv burning the 
background- (See Figure 4A.) A shader is the 
obvious choice for burning large background 
areas, but other nibs can be used it you would like 
to add some interesting texture as well- For exam¬ 
ple. stippling, which is produced bv repeated I v 
jabbing a writing nib into the surface to create a 
satiny, luxurious background, is an excellent tex¬ 
turing technique to use in this case. 



Figure 4A: Gum leases. The black background was 
burned with a shading nib. 
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Figure 4B: A Dreme! toot being used to engrave into a torch-burned 
background. 
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Figure 4C: A/ew Vorfc An example of engraving into 
a torch-burned background* 

Removing the Picture 

The other method! involves completely scorching 
the entire surlace area of the project* and then 
removing parts of the burned layer to reveal the 
natural wood color lying underneath, (Sec Figure 
4B.) The initial blackening of the surface is done 
with either a shader or a torch. Even though n can 
be a dirty job, I prefer ro use a torch mysclL (See 
Figure 4G.) A shader tends to leave a crust on the 
surface, and it call also burn a I’m It- too deeply*. 


■ Jud. 
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both of which prevent 
subtle nrmov.il of the Livers. 

A light sanding and 
rub down with an old 
rag arrer torching will 
even up pare hi new and 
remove anv loose car- 
bon. The surface is rhen 
ready to be engraved 

with a blade or a rotary 

* 

tool. I prcler using a 

handheld rotary tool 

* 

with a bur or other 
engraving attachment. 

It vou wish, anv wood that has been exposed by the 
engraving tool can then be burned using your wood- 
burning tool. This is an excellent way to add details to 
yoyr design or to repair any engraving mistakes. 

Paint can be used to add color to the engraved 
areas il you w ish* In Ntm Y&fk {See Figure 4C,), 
red, yellow* and orange paint was used to add 
color ro the Sights of the cirv after the engraving 
was completed, 

Sal ar Burning 

As most kids know, a magnifying glass combined 
with the sun*$ ravs can create an effective, 

r 

yet crude burning tool, I here are a tew adults i 
know' of who have also tried this form of pv ro gra¬ 
ph y„ and all advise wearing welding glasses to 
protect eves from prolonged exposure to such 
intense light. 

Obviously, with solar burning, its not possible 

to get the same subtle variations as traditional 
pyrography, but w ith a steady hand (using a prop 
helps) and some imagination, its possible ro pro¬ 
duce some interesting* high-contrast work. 

Relief C larving 

Pyrography can be used beautifully on objects that 
ha vc been reliebcarved or carved in the round. 
Bird, wildlife* and fish carvings stand out as exam¬ 
ples of this. There are many wonderful books by 
expert carvers that can instruct you in tills special 
izcd pyrography. The average burner, however* can 
incorporate some shallow relief carving inio his or 
her work to add interest and realism, Il isn’t that 

hard to Jo! 


TIPS 


When torching the 
surface, it's better to 
move from the 
bottom upward- This 
prevents the some 
oreo from being 
burned twice. 

White graphite 

paper can be used 
to transfer a pattern 
to dork wood 


* 
























Figure 4D: A heavy-duly ske%v has beer used to 
buin stop aits along the lines to be carved up to, 
Some carving is done. 


Many pyrography machine manulactuners sell a 
skew that is heavy-duty enough to take the riggers 
of some shallow cutting. A sharp heavy-duty skew 
combined with high heat will cut into wood quite 
easily. I use this nth to burn stop cuts tor pyrogra- 
phv projects that I also intend to relief carve. 

Relief carving is simply a matter of creating a 
stop cut by burning and cutting on the line I 
intend to carve up to. The cur prevents a chisel 

from traveling past that line, hence the rerm stop 
cut. It should be slightly deeper than vour intended 
carving depth. I may go over the line a few times 
to get it to the depth I would like, or I may burn 
it again after 1 have carved it to allow me to con 
tinue a little deeper. It is very fast, very precise, 
and easy co do. Then* a chisel is used to carve 
aw .n ;mv tuns anted wood. (See Figure 4D, Figure 
4E, and Figure 4F.) 

Torch Examine 

A butane torch may he used in combination with 

-4 

traditional pyrography or as a burning tool on its 
own. Keep in mind when using this technique 
that the bunting is a little difficult to control pre 
ciselv. Torch work is most effective when it is 

V 

bci ng used ro burn abstract objects, tike clouds 
and water* Alternatively it can be used as romantic 
background bller or (or burning decorative edging 
on plaques, signs, boxes, and frames. Another 
most interesting application of torch work is in 
broad abstract design* (See Figure 4G.) Gourds are 
also a popular canvas for torch work* Bottled gas 
torches and miniature burners are suitable* bur 3 
recommend the pencil variety for flexibility and 
ease of use* 



Figure 4E: The shallow*relief carvmg has been done and the timber smoothed 



Figure 4F; Turtle Rising. Pyrography is then added to the carving 



Figure 4G Burning an abstract des gn with a 
pencil torch, 
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Figure 4H: Miniature pyrograpijy on two small pocketknives. 



M i n is tu re f \j rogra pny 

Because of its tiny nature, miniature pvnugraphv 
is |-i'. ■I'.iM’, one -I i hr rr ;>m ;i r h u uh . •. t ,jI r - -■ i- 

grapfaic methods to master* It you have decent 
eyesight and a smattering ol patience* its well 
worth a go because it looks wonderfully effective 
on small objects like knife handles and jewelry. 

Nib selection is limited to the smallest of tools* 
A fine skew and a small, pointed writing nib arc 
the most commonly selected. The skew is the 
most versatile mini-burning nib. It can be used to 
burn hair-thin lines and to incise nnv marks. The 
very tip of the skew can also be used in a scrimshaw 
mannerj where a build up of tiny marks and docs 
make up the picture. (See Figure 4H.) 

Unfortunately, because of their si/e, the larger 
solid point nibs aren’t very suitable for this sort of 
work. Rather, variable-temperature, wire nib 
burners with small nibs are recommended. 



Figure 41 Pyrographic lettering 


Calligraphy 

t'vrographic calligraphy can either he done free¬ 
hand or by using traced lettering. It can look very 
e!Yet. ive when used for signs* plagues, inspira* 
lional words* dedications, naming, and many 
other things, (See Figure 41*) 

There are some manufacturers who supply 
square-shaped nibs that can be used in the same 
manner as traditional calligraphy pens. 

For rhose who would prefer a guideline, the 
computer and printer are invaluable tools. All you 
have ro do is type the lettering in a text program, 
choose the font style and size you would like to 
have, print out the finished product, and transfer 
this to your project. 

This method i.s particularly handy if vou arc let- 
tcring along a curved or crooked edge. You can 
simply manipulate or rotate your words with the 
text software to reflect the angle you need. 

Poker work 

Faker work began with people sitting around fires 
and heating pokers m the coals until they were hot 
enough to bum wood. This type of pyrography is 
sui! practiced on many continents, often bv native 
cultures, who use coat hangers and other metal to 
Ini 7ti dri i native do Jills . m r- umUaird ■ uhet i it:; ft. in, 

II vou have a ven to try this while camping out, 
an obvious word of caution is to be careful of the 
hot metal and to pjotcer yout hands. 
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Pyrography is a very physical crab. At first there 
seems a lot to contend with, and, to some, ii can 
seem difficult trying to bum even simple pictures* 
The following chapter explains the mechanics at 
burning and what to keep in mind to help avoid 
future frustration. 

General Burning; 

r j r 

Guidelines 

To burn a good picture* its not necessary to bar- 
beque vour work* Pvrography has the ability to 
depict an amazing range at tone and color while 
drawing and texturing at the same rime* High 
heat is not requited tor pvrography to fulfill all of 
its subtle potential, but an understanding o! cer 
rain basic techniques and rules is needed. 

The most difficult problem newcomers lace in 
pvrography in learning to burn cormstentJv. 7 heir 
piemres rend to look very uneven and “blobby. 1 * If 
this is wh;u you .ire contending with, rake heart. 
You are oertainlv not alone, and there ate several 

r 

things that can help rectifv the problem. 



The first thing v©u need to know is that vour nib 

'C— r *' Jr 

will be hotter before surface contact is made than 


w hen it is actually traveling on the surta; e, This is 
because a certain amount ol heat is absorbed into 


the material on which you are burning. How 
much heat is absorbed depends mi what vnu aie 
burning* This physical fact does bring about the 
most common problem that all pyrographers face 
at one stage or another: presenting the blob when 
you first make con Diet widi the surface* before the 
nib cools enough to burn a consistent line* 

1 here arc two solutions to this problem. I he first 
is -111111. ui Tin" speed* [ look u\ the ..t vum 

wood as a runway* Your nib is a plane, and it is 
coming in to land, lust like the plane, you must be 
in motion when first making contact with the sur¬ 
face* dins movement prevents the hot nib from 
sitting still in one place and burning a hole before 
you can get your hand moving. You can then move 
the nib along the surface at a speed that leave* a 
consistent mark. When it comes time to lift oil, just 
like the plane, you need to continue to be m motion 
to prevent rhe nib from resting in one place*—even 
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Figure 5A: To help prevent "blobbing", keep your nib in motion when 
touching down and lifting off. 



tor .1 split second—and burning vet another hole at 
the end of the line. (See Figure 5A. I 
You might also find that just after landing 
vou will need to move the nib a traction taster tor 

■m- 

a second before all of the heat is absorbed into the 
material. You can then slow rhe mb again to a 
speed that bums the material consistently* 

I he second method to prevent blobbing is to 
Rcntlv blow on the nib before touchdown* Thus 
will cool the nib, and once it is on the surlace and 
traveling* you can then stop blowing and let the 
burning heat return, 

I know it sounds quite complex when written* 
but, as I've already pointed out, pyrography is a 
physical craft, and it needs a little patience before 
all of this becomes second nature. 

With practice vou will improve in time, trust 
me. You should sec my early efforts! 1 encourage 
you to get some scrap material and practice land¬ 
ing your plane with the various mbs vou have in 
your kit. Soon, the dreaded blob will be a thing of 
rhe past. 

Burning Lfght and Dark 

Once the nib is down and the hear has been 
absorbed, the nib will then slay at a temperature 
that shouldn't fluctuate if it remains in con tat i 
with rhe surface* Hand speed will then dictate 
how dark or light the line you are burning will be* 
Naturally, the taster vou move the nib across the 

r * 


surface, the less rime if has in contact with the 
material, and the lighter it will burn, The slower 
you travel, the darker the burning will be, 

11 you have a set-temperature burner, you won't 
be able to dial rhe nib temperature up or down* 
Nib speed will be the only way you will be able to 
darken or lighten your burning* 

It you own a variable-temperature burner you 
will be able to set your dial to make rhe nib hotter 
or cooler* Temptation will exist to move the dial in 
tinv increments every time vou want to burn a lit- 

4 m ■# 

tic darker or lighter, bur this really isn't necessary, 
k is better to use the dial to get vour nib at the 
general temperature needed to burn a given mate¬ 
rial or perform a certain technique* Once the nib 
heat is in that temperature range* you should then 
use nib speed to darken or lighten your work. For 
instance, if 1 m burning malice, an extremely hard 
wood, I will set the heat oi my nib high enough to 
comfortably burn the wood without having the 
nib so hot as to nuke the surface or so cool that it 
doesn't show a mark* It is then up to my hand and 
nib speed to control how dark or light the burn 
ing will be* 

It is important to note that you will need to 
Adjust vour dial for each different nib vou use. A 

S m 

skew is made of far less metal than a shader, so a 
requires lcs\ to heat. If you left rhe setting at rhe 
same temperature as the shad civ you will burn the 
same area far too hot. 

Know the Material 

d he next factor in burning a consistent line is the 
smoothness of travel. Getting used to feeling how 
*1 nih travels on a certain surface is, once again, a 
matter of experience and practice. The more 

evcnlv timed vour hand movement, the more even 

* 4 

the burn will be* 

Other factors also come into play as you work. 
Think ol the surface you are burning as clothing, 
and think oi vour nib as a clothes iron* There is 

f 

no way you would iron clothes with a dirty iron 
and not expect it to stick and hop across the sur 
lace—the same applies to pyrography* A clean, 
smooth nib will have far less resistance ih an a 

dirty one* The less resistance, the smoother vour 

+ ¥ 

nih will travel. The same applies to the object you 

















arc burning* J be smoother the surface of the 
object, the easier the nib will move across it. I hat 
is w hv sanding vour wood nice and smooth is 
very important* 

The next factor to consider is how much pres¬ 
sure to apply. Tins largely depends on the materia) 
you are burning and how much texture vou are 

* V- » 

trying to achieve (how deep you want the nib to 
dig in). The harder you push, the more difficult ir 

will be to move the nib smoothie, 

The type of materia! you are burning abo plays 
a part in how neat your work wall he. Some tim¬ 
bers, like oak, are difficult to burn because of their 
texture, and no amount ol control will help to 
smooth things out. Other wood, like pine, has a 
grain that is resinous and is difficult to hum when 
compared to the heaftwuod, When burning across 
grain, it pays to be patient. Slowing nth speed on 
dense grain areas wall help ro prevent your work 
from raking on a checkered look. 

The cutting action of a skew will burn across 
grain better than a writing nib. Think of the grain 
as waves. The skew acts like the bow or a shin and 
cuts through the grain* In contrast, the writing 
nib surfs on top of the water. When it hits grain, ii 
tends to jump over it and land heavily on the 
other side, making your picture look checkered 
and uneven. 


Maintenance 

] can't stress enough how important ir is to keep 
your ni bs as clean as possible. As 1 mentioned pre¬ 
viously, a dirty nib will drag as it travels across the 
surface of your wood. This reduces the chance of 
an even burn and can leave unsightly dirt deposits 

behind tn the nib’s wake* It s not necessary ro 

■+ 

clean vour nib after every stroke, bur it is impor¬ 
tant to scrape or rub off any carbon or buildup 
when it occurs* 

Sometimes you may notice when working ipar¬ 
ticularly on materials that create a lot of buildup), 
the nib will get dirty quite often. To save you from 
repeatedly turning off your burner, vou can rub or 
scrape a lot of this muck off while the heat is suit 
on, Ol course, you can t use am materials that will 

# ■m 

melt when doing this, 

1 use a blade to clean the edge of my skew. 1 
simply hold the blade and run it along the nibs 
edge. To clean a nib without having to stop work* 
insert the blade into a block and make vour own 

tr 

desktop nib f Ioann. (Sec Figure 5BT 

The writing and shading nibs can also be c leaned 
on a blade or on something slightly abrasive. Vou 
can use sandpaper, bur it can vvcai down vour 
nibs* 1 recommend using the finest sandpaper you 


Other Considerations 

Lastly, Irom my experience* I have found there are 
a tew quirk) things that affect the consistency of 
your burning* 

1) li vou have vour head bent too close to your 

■m d m 

work, your breath can make nib temperature 
flue mate* A breeze from an open window close 
to vour wo rk wi II do cl le same. 

2) 11 your nib heat starts to fluctuate (especially il 
vour handle starts getting not), check that all 
jacks and screws are tight, that the nib ism bro¬ 
ken or cracked, and that the handle isn’t 
damaged. If in doubt, it’s wise ro consult the 
manufacturer, 

3) Power can vary at different power points or 
when using extension cords and power boards. 
If you are having difficulties, rry another point 
or dispense with the extension if possible. 



Figure SB: A simple cesktop mb cleaner is made quite easily. 

1) Chisel a split into a block of wood. 

2) Place a piece of blade into the split and glue it in place, 

3) Glae or staple abrasive material to the block, if desired. 
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can find, and then sanding that paper with sand¬ 
paper* ! his extra sanding wilt rake off the abrasive 
edge and basically leave behind a sturdy paper. 
This paper can then be stapled to a fiat board and 
used now and then to rub off buildup* My clean* 
ing board is 10 years old*, black with carbon, and 
still works like a charm. At times I also use a piece 
of plain scrap priming paper or an old piece of 
dc mm to quickly nib my nibs across* 

Solid point nibs are sturdier, and there is less 
concern about wearing them down during clean¬ 
ing* The edge of a sharp blade, stainless steel 
vi. :■ u r it . i 1 [ [itic vi tu.I jMi’L-r L. I r cl to. i o :. lc,m 

them with the mb heat on. 

When th e heat is off* vou can be a little more 
thorough with cloning. A dry nylon pot scourer 
is excellent lor cleaning shading, writing, and 
solid point nibs. I also find that flexible super-tine 
sanding pads clean nibs quite gently. 

If vou are reallv keen, vou can polish vour writ- 
ing and shading nibs with a rotary tool, a fell bob, 
and aluminium oxide or other compound, but I 
cr k s> : Ii,o 1 fiux i-u’t r;u ir L I the ruv,! r. ■ J. i ;tm 
very often. 

Its important to keep vour skew sharp, just like 
a chisel, it needs a keen edge, so now and then { 
use a fine sharpening stone to re-establish the 
edge of my skew. However, sharpening your skew 


too much with a stone can reduce its life, To pre¬ 
vent this, you can hone the edge by using a leather 
strop rhai is charged with ncars-foor oil or a fine 
abrasive compound* Lay the skew on its side on 
top of the leather at the desired angle, place vour 
finger on the top side ro support ir, and gently 
drag the skew along the strop. 


Making Your Own Nibs 

1 i you wi u Id like to ma kc vour own nibs, vou can do 

* J t* 

so by using njchrome wire, The variety of nibs that 
can be made is really only limited by your imagina¬ 
tion and ingenuity, but to get you started* 1 will 
briefly describe here bow 1 make a few of the basics. 

You will need: 

l) A length of nichrome wire that is long enough 
to make a nib ro suit vour burner. Measure 
some ol your other nibs to ascertain this, 

1 ) A firm, flat plate on which to pound the wire 
our. [ he base of an old clothes iron will do* 


3) A flat-faced hammer, 1 use a rack hammer, 
which is small enough to flatten the head of the 
nib but not my fingers. 

4) A hear source ro anneal rhe metal before work¬ 
ing it. Heating the metal (annealing) makes it 
easier to shape. Vou can do this by heating the 
wire red hot with a butane torch. Vou can also 
bend the wire into a basic nib shape and heat ir 
as hot as your pyrography machine will allow. 



1) Wr ting Nib: 
The basic 
writing nib 
shape is 
formed. 


2) The wire is 
annealed and 
the end of the 
nib is pounded 
flat. 


Figure 5C: Try creating your own nibs 




3) Round Shader: The 
flattened loop is bent 
on an angle that is 
comfortable to the 
user. Smooth the base 
with ultra fine 
sandpaper and polish 
if desired. 



4) Skew: Sand or 
grind off the edges 
of the loop as 
indicated. Grind or 
sand ooth sides of 
the flat edge to the 
desired angle to 
form a sharp edge. 
Hone with a stone, 


5) Calligraphy Nib: Grind or 
sand off the edges as 
indicated Sena at an angle 
and smooth the base with 
ultra fine sandpaper and 
polish if desired. 



























1 prefer to make the basic writing nib shape 
before annealing, but annealing beforehand would 
probably work just as well. After the wire is cool 
and the bask writing nib is shaped, you can then 
pound the end of the nib with a hammer u ntiE ii 
forms a flattened loop* This shape is the basis of 
niiiking a skew, a round shader, and a calligraphy 
nib* (See Figure 5C*) 

Piixine; M ista Ices— 
Sandpaper or Scraping 

!t a mistake is made in pytography, it can be hard 
to remove, but not impossible. Most people will 
turn to sandpaper to erase the area affected, bur I 
prefer scraping with a blade instead. (See Figure 
5 LI.) I do this for several reasons; 1) Sanding te ntb- 
to muddy and gray the area being erased, so rhar it 
looks out of place compared to the rest of the pic* 
ture; 2 ) Using a scraper is much more precise * 
because a small area can be worked on without 
altering neighboring work; 3) The scraper will 
remove wood in A flat manner and not leave a 


sloping trench like sandpaper can: 4) 1 he scraper 
can he used on a: I surfaces* even leather and paper; 
and 5) The scraper can remove a burned line with* 
out removing the wood surrounding it. 

Whenever 1 work, 1 have a hohbv blade next to 

m 

me. It* as iniptnianr to my burning kir as any 
other tool I use. This is what 1 use as a scraper i! I 
should need to lighten an arca t remove a mistake, 
clean up resin or tar deposit, pick our highlights, 
clean a nib, or sharpen a pencil* 

You may like to try some sort ot other blade, 

* 

perhaps a stencil knife or other sharp-edged imple¬ 
ment. Whatever vou choose, you w ■II in I i, t.i- 

/ * 

better to gently scrape away many shallow layers 
than to gauge the wood by trying to remove the 
mistake in just a few strokes. 

Even though I encourage VOU to trv\ some ol 
vou won t leel comfortable using a scraper. In that 
ta.M% i.r'i:’.p..|H-i is an ilfcmarvr. It'., svr . dirtbulj 
to entirely remove a burned mistake by sanding, 
but you can often lighten the area enough to cover 
the original mistake with fresh pyrography. 


Figure 5Ds I prefer using a blade to fix any mistakes because it 
tenns to do a cleaner job than sandpaper As you can see, the 
sandpaper has left a smudged area (A), The biade, on the 
other hand, cleanly removed the area (8). 
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Nib chart 

Manufactured pyrograpliv nibs can come in an enormous variety'. The chart below shows a sampling of 
the many ditlereni nib designs available today, especially in the North American market. 

Some of these nibs arc specifically designed for texturing carvings, but there is no reason that they can't 
serve a dual purpose and be used for flat pyrography as well* Many other nibs seen here are variations of 
the skew, writer, and shader, and your choice of nih will often conic down ro personal preference. 
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Nib selection is one oi the least understood aspects 
ol pyrography, Here we will examine the basic 
nib designs used tor flat work and how they are 
best applied* 

Selecting trie Right Nib 

As with am other an or craft* its important in 
pyrography to select the right tool for the right 
job. fust as carvers learn to select a specifically 
shaped chisel to execute a certain un, pyrogra* 
pheis must also learn that each nib will result in a 
different effect. T his simply means that each nib 
has a physical shape and rhat this shape will gov* 
ern how the rub is used* what effect will result, 
and what limitations it has* Using the correct nib 
in combination with the correct technique will 
greatly improve any burning* 

Pyrography is like learning to drive a car* Its a 
very physical craft where vou need to take info 
account nib heat* nib type, medium* speed, and 
pressure* It sounds like an awful lot ro take in at 
first, but* with practice, all of this will soon become 
second nature. 


Having said this, you can practice until the 
cows come home and never get anvwhere unless 
you choose the right nib lor the right job. No 
matter what your experience level is, you can 
instantly become a better burner by remembering 
to choose the right took 1 am going to focus on 
just three types of nibs—skew, writer* and shader— 

because I really believe they are all that is needed 

« • 


to perform a huge variety of burning* 

Most burning kits wall have variations of the 
skew 1 , writer, and shader, I he\ may be given differ 
cm names and may look slightly different, but 
generally you will find that they fall into three dis¬ 
tinct shape types. 1) Skew; This nib will have a 
straight edge and is best for burning or cutting 
crisp* neat lines* 2) Writer: This nib culminates in 
a round point and is best used tor lettering, curved 
lines, and filling in* 3) Shader: Tins nib will gener¬ 
al Lv appear flat and is designed to *'iron' the surface, 
leaving a soft, wide scorch mark* Lets look at each 
bask nib and see what hinction it performs* 




ee Bas 
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Wire Nib Skew 



Figure 6A 


The Ske 


ew 

I he skew h is j straight, often knifelike edge, (See Figure 6A,) Its narrow 
edge gives it the ability to burn very fine, crisp, and precise lines. It's designed 
to etch as it burns and is excellent for burning straight nr lazy curved lines, 
but tt is limited when burning tightly curved lines. It is also limited to filling 
in areas by crosshatching and other similar methods. 


How to Use the Skew 

t he skew works best pulled toward the body. (See 
Figure 6B j For this reason, you will need to keep 
turning vour work so that the nib can continue to 
generally travel toward von. For a straight line, 
you simply have to draw die nib straight back 
toward yourself. For short lines and areas where 

r 

vou require good control, it’s better to use your lit¬ 
tle finger to steadv the hand, When do mg long 

lines, your hand can be clear of the surface to 

■ 

allow for unobstructed traveling of the nib for the 
distance required. 

You will find vou need to "roll vour fingers 
irom side to side (as indicated bv the arrows) to 

<d' 

burn curved Sines, much like a skater does with 
skate blades when turning on ice. 

I he skew is best kept very clean and sharply 
honed for optima! performance. 

Figure 6B; The skew is best pulled toward yourself. 

A slight twisting motion with your fingers will 
allow gentle curved lines to be burned, 

Practice 

• Practice burning light and dark lines svirh the aim of producing a 
line of uniform darkness. 

• Slow down and speed up your hand movement to see how this 
influences rhe color. Keep in mind rhe runway landing and take* 
off technique to eliminate blobbing at the beginning and end of 
tbc stroke. 

• fry burning deep and shallow to see what effect it produces. 

• Burn parallel lines close to each other to learn directional control. 

• Practice rolling your lingers and burning increasingly tighter 
curved lines. 




























Uses: skew 


Line 

The skew is capable of burning extremely fine, crisp lines. Wire nib 
skews can be extremely sharp and can cut as they burn, which is 
excellent for texturing fur, for example. It burns across grain more 
efficiently than a writing n'b because it cuts through the grain rather 
than jumping over it. it's especially suited for edging, wildlife, 
miniature, and linear work. 


Fill/Shading 

Because of its thin edge, the skew is limited in how it can shade or fill 
in work. Crosshatch is a method of shading by crossing a series of 
parallel lines. The tighter the lines and the more times they cross, the 
darker the area. Skews are perfect for this kind of work. 


Fill/Shading 

Hatching is another method where the skew can be useo to create a 
darker area. The closer together the lines are, the darker the area is, 
Care must be taken to not get the line too close to its neighbor, in 
case the lines merge. 




Fiit/Shading 

The edge of a skew can be tapped against the surface in a random, 

« overlapping manner. This method is much like stippling with a writing 
nib. The more layers of cuts you add, the darker the area will become. 
This technique could be used for very subtle shading or a soft 
l background. 


Fill/Shading 

Short or long lines running in the same direction but slightly askew to 
each other can create subtle shading or filling. It is especially effective 
when used to represent animal fur. 


Lettering 

Lettering with a skew is generally limited to the edging of larger 
letters. Because the biade is sunk slightly into the surface you are 
burning, it is awkward to turn very tight curves, making small 
lettering and characters like "0" difficult to burn. The skew is an 
excellent nib to edge lettering for a sign. 
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Wire Nib Writer, North American style 



Solid Nib Writer 

Figure 6C 



Wire Nib Writer, 

Europcan/Australian 

style 


The Writer 

The writer, like a pencil, has a pointed or rounded 
end, which allows it to go in any direction while in 
contact with the surface, (See Figure 6C,) This 
makes if ideal for writing or burning right curves and 
circles* It can be used to fill in and shade areas, 
although this can take some time and look grainy. 



Figure 6D: The writing nib can travel rn 
any direction. 


I low to Use the Writer 

Wliai hunting with this nib, the hand can resc on 
the surface in a typical writing position Because it 
floats on the surface (compared to a skew, which 
cuts rhrough the wood), this mb can travel in any 
direction, You will, however, find it more com¬ 
fortable to run the writer toward you when doing 
most lines, so its best to keep turning your work 
to allow your nib to keep moving in a comfortable 
direction. (See Figure 6D*) 



Practice 

* I'he writing nib is the main culprit when it comes ro the dreaded biob. so it s essentia! 
to practice runway landing and takeoffs to eliminate this problem, 

* When your nib is down, try to keep the speed even to produce uniform color. Vary 
your hand speed to sec the effect. 

* If lines appear uneven, practice going back over them to smooth out the inconsistence, 
(Notice how the writer burns better with the grain than across it,) 

* Iry w riting vour name without turning the work to learn how to bu rn away trom yourself. 

* Burn circles and curves. 

* Lastly, experiment. Fill in areas with continuous squiggles, stipple, and generally 
see what it can do. 


* 










































Suggested Uses: Writer 



Line 

Because the writer has a fatter edge than the skew, it will burn a 
wider, softer line. This also means that the writer tends to sit on top 
of the surface, so it takes a little more control to burn a neat line, this 
feature makes the writer the ideal nib for difficult curves, soft lines, 
the eyes of animals, lettering, and filling in small areas. 


Because the writer is essentially a point touching the surface area, you 
are limited to how you can fill or shade an area. The only way to do 
this is to overlap certain patterns. In this sample, parallel lines are laid 
next to and on top of each other. The darkness is dictated by laying 
more lines or by burning each line darker 



Fill/Shading 

One of the most underrated pyrography techniques is stippling. This is 
a method of using only dots to build up a picture (also called 
pointillism). It is very time-consuming, but the effect is worth the 
effort, plus it’s very difficult to make mistakes. The more dots, the 
darker the area. 



Fill/Shading 

Squiggling the writing nib repeatedly over the surface in random, 
overlapping circles will also fill an area nicety. The trick is to keep the 
nib constantly moving and to lay the squiggles at random. It's also 
better to build darkness by adding subsequent layers than to try to 
darken an area all at once. 


P Fill/Shading 

Short or long lines running in the same direction but slightly askew to 
each other can create subtle shading or filling. It is especially effective 
when used to represent animal fur. Refer to "Suggested Uses: Skew" 
and note how much softer the fur looks when done with a writing 
nib as compared to a skew. 



Lettering 

As the name suggests, this writing nib excels in lettering. It is able to 
burn the tightest of curves, making it possible to smoothly burn the 
difficult letters. 


try 
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Wire Ntb Flat Shader 



Trowel-Shaped Solid Point Shader 



Solid Point Shader 

Figure 6E 



► 


Figure 6F: The shading nib can be pulled towaro 
yourself... 



The shad 


er 


The shader can come in many shapes and sizes* bui essentially it is designed 
to scorch larger areas o! wood or other material. (See Figure 6E.) it is espe¬ 
cially good for gradient cones, shading, and filling in. The two main types of 
shader are the flat shader and die spoon shader, 

The base ol the shader is wry good for filling in black areas, such as on sig¬ 
nage or in die background of a picture. Gentle overlapping ol layers can also 
produce solt gradient tunes, such as those used in portraits; but keep in mind 
that this is one ot the more difficult techniques and that it will take some time 
and practice to master. (See the Gradual lone section in Chapter 9.) The toe of 
the shader can he used to draw thinner tines or to texture, It is also the ideal nib 
CO use TO heat transfer a pattern, 


How to Use trie Snader 

Depending on the shape of your shader, there are generally two wavs to use 
it. One way is to draw the shader back toward yourself; (Sec Figure 6FJ You 
will find that this movement will shorten your stroke compared to the longer 
sweeping motion of moving your hand sideways. (Sec Figure 6G.) 1 also find 
it much easier to develop an even rhvthm lor consistent overlapping of lines 
when 1 use a sideways hand morion. 

4 


Practice 

As seen in the pictures to the left, repeated overlapping of shading 

lines can produce subtle changes ol Lone. Consistency' ol speed and 

smoothness ol stro ke Is essential in this technique. 

• Practice burning lines of even color, always keeping in mind the 
runway landing and take off so you are not left with a darker 
beginning or end. Keep the speed along the line even. 

• Try to develop a rhythm: burn one line, lilt off. and immediately 
swing around to lay another line next to the last, 

• Go back over patchv areas with quick, light strokes to try to Ml 
in any gaps, 

• Practice building up gradual rone by first laying a light coverage, 
and then adding subsequent layers so that you have a smooth 
scale ranging from light to dark. 

• Lastly, co crazy with vour shader and use ir in as many ways as you 

I W w * 

can. Try drawing and shading with the toe, shade by circling the 
nib over the surface, push it in, and see what patterns it produces. 



Figure 6G: . or rt can be swept sideways 





























Suggested Uses: Hat Shader 







Line 

The line of the flat shader will be as wide as the plate that is in 
contact with the surface. This will produce a broad, hard-edged line 
A sweeping curve is possible, but tight curves are generally not, unless 
you are burning with the toe of the mb. 


Km 


Fill/Shading 

Repeated overlapping of the thick lines can create fill or shading. It's 
better to gradually build up the layers to get a smooth transition in 
color. Sad technique or lack of practice might lead to unsightly darker 
lines where each stroke covers the next. A spoon shader might be 
considered if this is the case. 




Fill/Shading 

The plate of the flat shader can also be pushed repeatedly into the 
surface in an overlapping, random manner. It is obviously a much less 
precise way of covering an a<-ea than stippling with a writing nib, but 
is a worthwhile method for soft focus work or for darkening a 
background. 



Fill/Shading 

Squiggling the shader repeatedly over the surface in a random 
manner will create overlapping circles that will also fill an area nicely. 
The trick is to keep the nib moving to avoid laying the squiggles in 
lines. It's also better to build darkness by adding subsequent layers 
than to try to darken an area all at once. 




Fill/Shading 

Short O' long lines running in the same direction but slightly askew to 
each other can create shading or filling. This technique could be used 
when representing coarse animal fur. It could also be used for filling 
in lettering, for texture, or for darkening a background. 



Lettering 

Flat shaders can be used to burn bold lettering. Some pyrography 
supply companies actually offer a nib especially designed for 
calligraphy writing. The size of your shading nib will dictate how 
small you can burn lettering. 
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Figure 6H: Wire Nib Spoon Shader 


The Sp oon Snader 

[is no surprise that the spoon shader is shaped like a spoon, (See Figure 6H .) 
Its base covers less area than a Hat shader* but, because it has no hard edges, 
rhere is less chance of developing dark, overlapping lines when burning gra¬ 
dient tone. This makes it ideal for soft* gradient, tonal work but less ideal for 
mass filling in ol large areas, 

If you rhink of the spoon shader as a far pencil, you will see that its capable 
of being pushed in multiple directions- This makes if ideal for soft-e fleet stip¬ 
pling and also filling in by moving it in a circular motion* (See Figure 61,) also 
use the roe of the spoon shader extensively to shade and fill in tight spaces. 



Figure 61: The spoon shader is ideal for soft-effect stippling. 


Practice 

Good shading and gradual tone are considered the most difficult of 
Mmkt's fn master if: px n ie t iph v i ike using the !Lu shader* prac¬ 
tice will be rewarded with better rcsulrs. 

* Practice gradient rone just as von would with a flat shader. 

* Tip the spoon up slightly and irv burning soft lines with the toe, 

l he roe is excellent for burning soft, hit lines that have no hard 
edge. This makes it ideal for shading in right areas or filling in 
gaps in streaky shading* 

* Lastly, as I recommend with ail of your nibs, experiment with 
your spoon shader. Squigglc it in circles, stipple, and play with it 
ro see what jrs capabilities arc. 


^0 














Chapter c> 




Line 

The line of the spoon shader is soft because of its lack of a hard ecige. 
Because it can be pushed and pulled in any direction, it is capable of 
burning fat circles and curved lines. 



Fill/Shading 

Repeated overlapping of the soft lines can create fill or shading. To 
achieve a subtle change of color, it is best to gradually build the tone 
by burning layer upon layer with a sweeping, even motion. This is 
often used to convey smooth objects such as the human form, water, 
an apple, or the nose of an animal. 



Fill/Shading 

Stippling with a spoon shader creates a soft, out-of-focus effect when 
compared to using a writing nib. The effect is achieved by tapping the 
bowl on the surface in an overlapping, random pattern. For a subtle 
gradient, it is best to build layers rather than try to fill an area all at 
once. The more dots there are, the darker the area. Excellent for 
backgrounds and fuzzy fur. 



Fill/Shading 

Circling the spoon shader repeatedly over the surface in a random 
manner creates overlapping circles that will also fill an area nicely. 
The effect of this will be more soft and romantic than when done 
with the writing nib. It's better to build darkness by adding 
subsequent layers than to try to darken an area all at once. 



Fill/Shading 

Short or long lines running in the same direction but slightly askew to 
each other can create subtle shading or filling. It is especially effective 
when used to represent animal fur. The effect of this is much softer 
than when done with a writing nib. 



Lettering 

The spoon shader will produce soft lettering that has no hard edges. 
Because it can be pushed in any direction it is capable of burning the 
difficult letters such as "0. w 


The Three Basic Nibs 
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When you open up vour mind to the possibility 
of using texture in vour pyrographic work, you 
open up ,1 whole new world of possibilities. In 
this chapter, we look at creating texture and pat¬ 
terns .uid their use in .idcling re.ilnm and interest 
to your burning. 


The Basics of Creatine 
lextu re a 



A pyrography tool is far more than .1 hot pencil. A 
pencil can only sit on the surface of the material 
upon which vou .ire draw mg; a burner can do so 
much more. Yes. it can he used to draw on the stir* 
face, bur you arc missing mu on one of the best 
aspects of pyrography if you exclusively do so. 

Most people starting out in burning under¬ 
standable think pyrography is basically about 
drawing hot lines or scorching the surface ot tim¬ 
ber. Many don't realize that their burner is capable 
of etching and carving many tcxrures, textures that 
can grr.itlv enhance their work by giving it a more 
realistic, three-dimensional appearance. Not only 
this, but by using your nib as a branding iron and 
pressing it into the surface, you can create endless 
combinations of wonderful patterns. 



Even the most basic o! wire nib burners can be 
used in i variety ol interesting ways. Remember, 
the writing mb ol the wire tool is simply a bent 
piece of wire, but as you cart see on the following 
NUUK chart, no less than 24 ol these squares were 
made by tht s one simple nib 4 With a little imagi¬ 
nation, a writing nib has become so much more. 
Of course, this thought can be carried over to 
any n ihs you might have in your kit, Ihe standard 
kirs for most burning fools usually have three 
basic nib designs; the knife-shaped skew, the 
pointy-shaped writer, and the broad, Hat shader. 
With this in mind, 1 have completed the texture 
chart in this chapter using just those three nib 
shapes* Some kits also contain a fat bullet-shaped 
or spoon-shaped shader, and, since Vm a fan of 
the spoon shader, l thought I d use this on a t cm 
squares as well. Looking at the texture chart, you 
can see that each small patch of repetitive strokes 
has not only given a square an individual texture, 
but also its own unique look and co lor. 

Repetitive patterns don t necessarily have to be 
used as part ot a picture. Sometimes they can be 
used in the background lo frame or highlight rhe 
design in the foreground, In Figure 7A, you can 
sec how the tip ol a hot writing nib has been 
repeatedly pushed into the background to form a 











stippled mac. Not only does it provide a dark 
backdrop to accent the Celtic design, but the tex¬ 
ture also creates interest and a contrast to the 
smooth wood, (Sec Square IG on page 54,) 

The use of a repetitive pattern can also create 
interesting textures that close I v resent Me th ore 
found in narurc. For example, note how Square 5ft 
looks like moonlight reflected off water and how 
Square 2D looks just like the lur of an animal. 
Figure 7B shows a burning of an elephant s eve. 
Wltar looks like a very complex picture is actual! v 
a gradual buildup of a broad, stippled pattern ere 
ated bv a spoon shader, W hale a shader is perfect 
for reproducing the smooth texture of an apple, 
that same shader, used in a different manner, can 
also burn an cftcctivc hide or reptile skin. It s an 
excellent example of how nature can be repro¬ 
duced bv pylOgraphy using patterns and 
combinations of strokes. 

You might now be wondering when you are 
supposed to push your mb m and w hen you re 
not, This w it] large I v depend on whal you are 
drawing or what cOcct you’re trying to achieve, 

hut lets not worry about that for now. That will 

* 

be covered in more detail later in the boo k, All 
sou have to do at the moment is have some lun bv 
making up your own texture chart using the nibs 
you have on hand. Its a terrific wav h>r vou to nor 

f # f 

onlv learn the capability ol each of your nibs, but 

4 mm ■* 

also start learning about texture. I encourage vou 
to play a round as much as vou can; varv ymu heat 

I / m f t- 

(if you have a variable-tempera cure burner), turn 
your nib everv winch wav, and try whatever cuntes 

# # » m 

to mind. Its great practice for your hand control, 
and 111 guarantee you'll learn quite a bit in rhe 
process. 

Draw up some one-inch by one-inch squares 
with a 2ft pencil and a ruler on some soft, pale 
wood. Gather your nibs together and then go to 

town making as many textures and patterns as you 
can. (See Figure 7C.) When you ve finished your 
tapestry you can hang ir up on rhe wall as a handy 
pyrographic reference* Its a good idea to have a 
corresponding sheet of paper ready to note how 
each square was made. 

Remember, all of the squares 1 have done were 
created with just four nibs] Given more time, a 



Figure 7 A: Stippling the background with a writer 
creates a satiny appearance on this basswood 
piece. 



Figure 78: Elephant Eye, almost entirely burned by 
stippling a pattern of dob, Birth ply. 



tew more pages, and a challenge to ray imagina¬ 
tion, I could have kept going. This goes to show 
you how much can be done with just a few nibs. 
As with most things in art and craft, its not how 
much you have, but how well you use it. For 
example, EUph*nt Ey* was done with just two 
nibs: a skew and a spoon shader. 


Let the beat work 
(or you. Don’t 
damage your nib 
by pushing it too 
hard. 


© Su>e Walters 
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Figure 7C: Texturing Chart 
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1 

Skew: dragged 
top to bottom; 
allowed to trail 
off 

Flat shader: 

crossed iin wavy 
lines 

Writing nib: 

short, random, 
staggered dashes, 
one direction 

Flat shader: short 
strokes randomly 
overlapped 

Writing nib: short 
flicks radiating 
out from the 
center 

Skew: pushed in 
crossed at 
random right 
angles 

Writing nib: 

pushed in. tightly 
abutting each 
other 

z 

Spoon shader: tip 

of the nib, short 
flicks in one 
direction 

Flat shader: short 

strokes trailing 
off; checker 
pattern 

Writing nib: 

coolish, deep 
strokes, surface 
then burnt with 
shader 

Skew: pushed in 
randomly, one 
direction, more 
strokes in the 
darker area 

Writing nib: 

random strokes 
trailing off, wavy 
pattern 

Writing nib: very 
short flicks in 
light random 
pattern, one 
direction 

Skew: lines 
drawn close side- 
by-side in one 
direction 


Flat shader, toe 

poshed in, row- 

next-to-row 

pattern 

Skew: lines arced 
and crossed 

Skew: pushed in, 

herringbone 

pattern 

Writing nib; 

drawn in neat 
basket weave 
pattern 

Shader or writer: 

Interlocking 
random patterns 

Writing nib: 

tight, circular, 
overlapping 
random pattern 

Flat shader very 
hot. pushed in, 
random cross 
pattern 

4 

Flat shader toe 

pushed in and 
flicked 

Skew: lines 
drawn in tight 
wavy pattern 

Writing nib: side 
of a writing nib 
pushed in; 
random, tight 
pattern 

Skew: hot, 
random slashes, 
one direction 

Skew: parallel 
lines drawn from 
opposite sides 
toward the 
center 

Skew: short flicks 
in one direction, 
darker area has 
more flicks 

Skew: fine, 
random flicks at 
cross angles 

5 

Skew: straight, 
angled lines 
drawn parallel to 
each other 

Flat shader: 

pulled from 
opposite sides 
towards the 
middle 

Writing nib: short 
flicks arcing in a 
similar direction 

Writing nib: 

jabbed in and 
flicked to form a 
tail 

Writing nib: tight 
soirals slightly 
overlapping each 
other 

Flat shader: wavy 
lines next to each 
Other 

Writing nib: deep 
strokes, one 
direction, peaks 
scratched off 
with blade 


Skew: close, 
parallel, hot lines 
at cross angles 

Writing nib: short 

strokes next to 
each other in 
spiral pattern, 
center out 

Skew: toe 

pushed in tight, 
random pattern 
at cross angles 

Writing nib: open 
stippled pattern, 
shading added 
on top 

Writing nib: rows 
pushed in with 
writing mb, turn 
the board for 
next row 

Flat shader: toe 

pushed in, basket 
weave pattern 

Skew: very fine 
lines at cross 
angles 

7 

Skew: 

lines crossed at 
right angfes 

Writing nib: very 
hot, pushed in 
deeply, peaks 
then scratched 
off with blade 

Flat shader: 

curved basket 
weave pattern 

Writing nib: 

coolish; pushed in 
deeply; surface 
burnt with 
shader 

Skew: full length 
pushed in, 
shallow cross 
angles 

Spoon shader: 

several layers to 
build gradual 
tone 

Flat shader: 

jabbed in, 
radiating from 
center outward 

5 

Flat shader: short 
strokes radiating 
from the center 
out 

Flat shader: short 
strokes flicked 
down and then 

across 

Writing nib: 

parallel lines 
drawn from 
opposite sides 
toward the 
center 

Flat shader: toe 

pushed in lines, 
rotate board for 
each line 

Skew: very tip, 
random stippling 

Writing nib; 

pushed in, 

herringbone 

pattern 

Writing nib: 

dotted on 
surface; more 
dots make a 
darker 
appearance 

o 

7 

Writing nib: 

pulled from top 
to bottom and 
allowed to trail 
off 

Skew: lines in 
blocks angled 
and adjacent to 
each other 

Spoon shader: 

bowl pressed into 
the surface in 
overlapping 
stipple 

Skew: lines in a 
sloppy quarter 

circle 

Spoon shader: 

parallel lines 
drawn from 
opposite sides 
towards the 
center 

Skew: pushed in; 
random right- 
angled pattern 

Spoon shader: 

toe pushed in, 
lines drawn in 
wavy pattern 

10 

Writing nib: lines 
drawn tn curved 
basket weave 
pattern 

Skew: pushed in 
at both right and 
cross angles 

Spoon shader: 

turned over, tip 
pushed in at 
various angles 

Spoon shader, 

full, smooth 
cover 

Flat shader: brick 
pattern 

Flat shader: tip 

pushed in, brick 
pattern 

Skew: long 
strokes 

overlapping at 
various angles 


Figure 7C: Texturing Chart 
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When considering their first project, most pyrog- 
ruphers ask the same question! “How do I know 
which mb to use on what part?" 

I his beginners project will introduce you to 
the basic use of the skew, the shader and the writ¬ 
ing nib as rhey arc used in composing a picture. 


Introduction 


As I have already w ritten, you can do an awful 

r I? 

lot ol pyrography using just the basic three mbs; 
the skew, the shader, and the writing nib* Yes, 
there are many other varieties at nibs on the 

<v 

market well, but von will find that a great deal 
ol these are variants or dcseendems oi these 
three* Other nibs tend to be designed as textur¬ 
ing tools for use in the waodcarvjng industry. 
When it comes to mb choice in constructing a 
picture, there are really only two things to con¬ 
sider: 1) what this particular nib is physically able 
to do, and 2) the object that you are physically 
trying to portray* I know this might sound a little 
too general for a pyrographer grappling with the 
nib issue, so let me explain further. 

As we see in Chapter 6: The I hree Basic Nibs 
and in Chapter 7: lexruring, each ol the basic 
nibs will leave a distinct impression on the wood 


depending on the physical makeup of the nib and 
the various w*avs it can be stroked or pushed. This 
holds true of any other nib design as well. Each 
nib leaves a certain phvsical impression cm (her 
surface, depending on its physical profile* The 
trick is to march rhe physical capability of rhe nib 
to the object that you are trvijtg to portray. 

hor instance* a skew leaves a clean, sharp impres- 
sion. so ir is the ideal nib to create a crisp line. In 
nature, reeds Have crisp outlines, therefore I 
selected the skew to burn their outer edges in this 
project. The same principle applies to the water. 
In nature, the physical appearance of water is soli 
and smooth, therefore, 1 chose a shader to convey 
this smoothness. 

Before We Be^in 

To the beginner, I can t stress enough how vitally 
important it h to practice. Neat pyrography really 
is a matter oi consilient speed and pressure* It is 
only the very tew who pick up a pyrography pen 
for the first time and manage to hum neat lines* 
For the rest of us, our first pictures seem to be a 
series ol blobbv, impressionistic images* Take 
heart it you are in this category: this is the rule 
rather rhiin the exception, and only practice will 

smooth out am inconsistencies v*.m encounter, 

* # 






© Sue Wallers 
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It is also important that you have a practice 
l>oara of - scrap material at hand. This material 
should be identical to your main project. It can be 
used to practice strokes on if you have a variable 
temperature burner to test the hear of the nib. It 
vou have a set temperature burner you can only 
adjust the intensity ol burning by moving your 
hand more or less rapidly. 

Practice bunting a lung and consistent line with 
your skew. Try to get the nib heat at a tempera 
Cure chat burns a dark line as vou move vour hand 
at a comfortable speed. If you find that the line 
has Hared or is lar too dark, increase vour nib 
speed or turn the heat down a little more, If you 
find that the line is dark in some places but light 
in others, try to focus on keeping your nib mov¬ 
ing at a consistent speed. 


Practice filling areas with your shader. Try burn¬ 
ing several slightly overlapping lines next to each 
other, bo back over these joined Unes and try to 
add another layer of lines on top. Blend the two 
areas together at the edge bv dragging the edges of 
the dark area just slightly into the lighter area, 
(Please see Chapter Nine: Gradual Tone for fur¬ 
ther details.) 


The Components 

In this section, well discuss the techniques tor the 
various components. Later on, we’ll look ar 
the steps lor the entire piece in the Coming Lu 
Life section. 

This beginners project is made up of three 
basic components: the bulrushes, the ducks, and 
die water, In the various stages, well discuss what 
nib is best used and how best to use it* 


Trie Bulrushes 


The bulrushes look complicated, but they really aren’t. When broken down, the straps are simply two 
crossing Uzv Ss, and the rushes arc a set of parallel lines. Shading is rhen added to give a more realistic 
effect. Shading helps to show the shape has form and also from which direction the light slunes. 



n Outline the rushes with a skew. A skew has a 
knife like edge, so it is best used to portray 
the crisp outer edge of the reeds and straight 
edges of the rushes, (Option: a writing nib can also 
be used, but it will burn a fatter, softer tine.) 
Practice on some scrap material to get your nib at a 
temperature that will bum a neat, dark line at a 
speed with which you are comfortable In time, you 
will find yourself more confident, and you will 
want to burn faster. When this happens, turn the 
heat up to compensate for the increased speed 

The strap reeds themselves are two intersecting 
curved lines. Because it looks more natural to taper 
the leaves off at the end. it’s a good idea to turn your 
board upside down and burn from the base up, 
Follow the direction of the arrow for the entire 
length of the line, lifting your nib off the board at 
the end in a rapid flicking motion to allow the lino to 
tapei away Bum its partner line in the same manner, 
but don't stop at the intersecting lines; simply cross 
over the other line and keep going until tney join at 
the end. A turning motion of your fingers wifi allow 
you to gently angle the skew to follow the curved 
lines, much tike a skater does on ice. 

The stalks and rushes are two sets of parallel lines 
When burning a long line, it is better to lift your 
hand off the surface and move your forearm in a 
long fluid motion. Note that the tops and bottoms 
of each rush are curved to give the impression of a 
cylinder. For the tail of the rush, burn the base 
slowly and then flick the nib off the surface to 
allow the line to trail off. 





















H The shading on the reeds is an excellent way 
to add a realistic effect to the twisting of the 
strap leaves. Because shading isn't a tangible 
structure, we are going to use a shader to convey 
the soft, gentle tones 

We want this shading to be subtie and in control, 
so, if you can, adjust the heat of the nib so that it 
burns the surface gently. You can always turn it up 
a little more if it's not quite hot enough. 

Start at the crossover point of each intersecting line 

and pull the shader outward from that point in a 
fluid stroke, allowing it to trail off You might find 
that you have to overlap a few of these lines to 
cover an area, if you find you have left a line of 
shading too she it, go back to the crossovei point 
and redo the line to its correct length It looks more 
natural to stagger where the lines trail off rather 
than leave them in a straight line. (Option: you can 
also burn a series of soft, overlapping lines with a 
writing nib to get a similar effect,) To pull your 
shader toward you in a fluid stroke, you will have 
to turn your board whichever way is necessary. 


D When fifting in the seed heads, you are trying 
to do two things; 1) give the rushes texture 
and ?) create an illusion that they are round in shape 
by shading the outer edges of the heads, There are 
two methods of burning the seed head. The seed 
head on the left is stippled, and the seed head on 
the right is textured with soft, horizontal lines 

The stippled effect is created by buildmg up 
overlapping dots That are made by tapping the 
round point of a writing nib into the surface This 
can be done in three layers. First, turn the heat 
down and cover the entire area in light dots. Next, 
turn the heat up slightly and re-stipple ail but the 
center third. Lastly, turn the heat up slightly again 
and stipple only the outer edge to make it darkest 

Use a writing nib to create the other seed head 
Start at the outer edge of each rush and pull a 
short line toward the center, but allow it to trail 
off before it gets to the halfway point. Repeat this 
all the way down the head, slightly staggering the 
ends of each line. 

To add an extra touch of realism, as indicated by 
the arrows, you can use the shader to add a shade 
line where the leaves overlap, 







This photo shows a 
detail of the two 
methods for filling in 
the seed heads. 
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Lastly, use the shader to add a line of shading 
to the side of each stalk This shading should 
be placed on the side opposite the direction of the 
sun. Add a touch of shading on the stalk, below 
the seed head. !’$ee inset in Step 3.) 




By adding a 
different seed 


head, you can make 
strap leaves burnt in 
this manner look like 
broadleaf grass or 
wheat. These seed 
heads were simply 
created by burning 
skew lines in 
decreasing lengths. 
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me Water 

Water can he as simple or as complex as v f ou 
choose to make it. A Jew simple sweeps oi a 
shader will produce the illusion of water with 
lirfte effort- More complex water is a little 
more am knit to unlock bti U in reallilv; it is 
simply a collection ol abstract tonal patterns. 

In th is project you mas' wish to keep ir 
simple and go no Kir (her than Step 2, or 
you can experiment and complete all of the 
stages that follow. 


When I make a pattern ot water, I 
overlay the reference with a piece of 
tracing paper and trace fines around and 
along the very darkest sections, ft's a good 
idea to lighten the pattern lines after they 
are transferred to the wood so that they 
don't show through the thin layers of tone 
that will be burned on top. 



B Water is smooth, so the idea: nib to 
represent it is the shader. The shader 
will allow you to burn sweeping areas of 
soft tone that can be blended together, Here 
I have begun filling in the dark areas of the 
water, as indicated by my pattern lines. As 
you can see, even at this stage, the effect is 
quite realistic. You can stop here ;f you wish, 
or continue with the steps below, 




CB You may find if easier to turn your 
■I work sideways to burn large tonal 
areas such as water. This allows your hand to 
move across the work in a broad, sweeping 
manner 




If you look closely at water, you will 
see it has interlocking tonal sections of 
dark, medium, and bright white. To add a 
little more depth to the water, I now burn 
blended patches of dark over some ports of 
the areas I already worked, 


it is important that you adjust your heat to 
be able to add blushes of tone in a subtle 
way. The burner should not be so hot that it 

burns dark, distinctive patches that stand out 
and are difficult to blend with the area 
below To help blend and marry the two 
tonal layers together, use the shader to trail 
off the edges of any additional burning. 




Mid-Tones: The very brightest (white) 
areas of the water will remain unburnt 
All that remains to be burnt are any mid-tone 
areas—the color of the water between the 
darkest and the lightest areas. A cooler burner 
is needed foi this step to enable you to gently 
merge the areas of dark together while 
leaving the areas of sun reflection unburnt. 


lastly, don't forget that you can use the 
edge of a blade to scrape out some 
highlights or to repair any areas that were 
burned too darkly. (Please see the Blade Use 
section in Chapter 9 on page 59) 



Beginner's Project 
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Trie Ducks 

To burn the ducks, we will use all three or 
the basic nibs, W e will also be adding a little 
hit 0 } texture to their bodies to add another 
touch ot realism. 




n Because the ducks' bodies have straight 
edges, we will mostly use a skew to 
outline them In some areas, like the loops at 
the end of the feathers, a skew will not be 
able to form the tight curves. For these 
areas, we can use a writing nib to burn the 
outline. 

Use a skew to burn short, crisp lines to 
define each feather. Also use the writing nib 
to bum the beak and a dot for the eye. 


H To define the feathers further, use a 
writing nib or the toe of a shading nth 
to burn a soft, dark tine beiiow each sharp 
skew line. Use the same mb to burn a 
looping band on the tail of each bird 

To add a little bit of texture to the bodies, 
use a writing nib and cover tne entire area in 
tiny, overlapping circles. Keep the tip of the 
writing nib constantly moving and don’t lay 
the squiggles in lines. The tighter the circles 
are, the smoother the texture will appear. 


Keep the color of this first coverage quite 
tight. We want to add the lightest of eo ors 
while creating the basis of texture. Soon we 
will add subsequent layers. (This same method 
is used to create a tough rock in Chapter 10) 
finally, add some definit on to the heads and 
bills of the birds by burning just a little bit of 
color on the faces where indicated. 



I Here the bodies are going to be tilled 
out by adding two additional layers of 
squiggles. Add another layer of circles on top 
of the area already burned, leaving alone 
those areas to which you don't want to add 
any more color. For the darkest areas, like 
those on the chest, anotner layer of 
squiggles is added on top, 

In this method, it is better to build each layer 
subtly on top of the other rather than trying 
to add all of the darkest areas at once, This 
technique creates a gentle builo up of the 
layers, allowing them to blend together 
more easily and to give a greater feeling 
of depth. 





Lastly the edges of the wings are colored. We only want a blush of smooth color here, so 
a shading nib is perfect. On the outer row of each wing, burn a medium tone from the 
outer edge in. On the next row, do the same, but this time turn the burner down a little so that 
this area is a little lighter, giving the wrnq a staggered effect ot a dark outer row and a lighter 
inner row. The same blush of darkness can be given to the tail, from the dark bar inward. 


Add a tmy blush of extra darkness to each bird's head just behind the bill and under the neck 
Further define the wings by using the shader to bum a soft patch of tone where indicated. 









































Step One: Outlining 




Step Two: I illingln 


Outlining the project defines all of the areas to be filled in. The 
water isn't outlined because it has no edges. Note: more heavily 
grained timber can be used for landscapes such as this. Figured 
wood is perfect to help suggest a cloudy sky or water 


Once the outlining is complete, the filling in can begin. At this stage, 
the reeds have been completed, the dark line below each feather has 
been burned, and the bodies of the ducks have their first layer of 
squiggles. Here also, the very first stage of the water has been 
burned in using the shader. You could leave the water at this stage 
if you wish. 





Step Three: illusion of Depth 



Step Tour: Final Touches 


You can see here that the dark patches have been added to the 
water tt gives the water a little more depth and realism. The second 
layer of squiggles has been added to the bird bodies, and the heads 
have their first fayei of burning. 


The project comes to a close. Here, the last layer of squiggles has 
been added to the bodies. A touch of darkness has been added 
behind the bill and under the chin of each bird, and a blush has been 
added to color the wings and tails, The mid-tones have been added 
to the water. 

For a touch of realism, try adding some reflections of the reeds in 
the water. A lazy zigzag line, trailing from the bottom of the reed, is 
all that is needed to give the impression of reflection In keeping 
with the smooth appearance, a shading nib should be used here. 
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In this project, we explore using pyrography to 
create a realistic picture through the use of tone 
arisl texture. 


Gradual Tone 

One of the most important techniques in realistic 
pyrography is u> master the technique ol gradual 
tone* W 1th many subjects, its important to devel¬ 
op a method that allows you to gradually build up 
an area of color without being able to see the indi¬ 
vidual strokes, Pyxographcrs haven't got a ' brush 11 
wide enough to do this in one tell swoop* so they 
have to create a smooth patch oi color by seam 
lessly blending together several overlapping lines. 
Although this technique is one oi the most diflfi- 

cult to master, it is essential to do so if you would 

■» 

like to realistically recreate objects with smooth 
surfaces, like human portraits, water, horses, 
apples, and so on. 



■■ Here I used a spoon shader, but any shader can be used for the 
HH same technique. Use the same method of application whether 
the lines are curved or straight Lines of the same color are burned 
next to each other and are slightly overlapping It's important to 
remember to keep the nib moving when making first contact for 
each stroke to avoid blobbing. If the coverage looks patchy or has 
broken tines throughout, you can go back over those areas with the 
shader to even out the tone 


Remember, before attempting this technique, to have a dean nib 
and a finely sanded surface. These aid in the ease of nib movement 
and wilt help to develop an even coverage 
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Small Neele Heathens 


n The small chin and neck 
feathers are also outlined 
with a skew. These feathers form 
intersecting Vs. The small loops 
below the beak are best burned 
with a writer because of their 
tight curves. 


As done on the head, born 
a dark line under every line 
and under the loops. 





Except for the highlight, color the whole area over in a mid* 
tone with a shader. Once this is done, add more darkness under 
the chin to emphasize its being in the shade. You may have to turn 
up your nib heat to make an impression on the previous burning 


Bodt| Heathers 



The structure of the body 
feathers is also outlined with a 
skew. A dark, soft line is burned 
below the bottom skew line of the 
feather arid above each quill line. 

This is the shade line that emphasizes 
each feather overlapping the one 
below, casting a shadow beneath 

To color the feather, we start 
the stroke at the overlapping 
V, coloring the full area of the 
feather in one tone, leaving only an untouched area along each 
outer edge and below the quill line. It's important to start the stroke 
at the V junction where the other two feathers overlap it, burning 
from this point along the length of the feather. This color needs to 
be slightly darker than that on the large neck feathers, so be sure to 
lest your nib heat on your practice board before starting. 




O We need to add more shading to the base of each feather 

_where other feathers are overlapping it. As with the large neck 

feathers, we do this by burning short, staggered dark lines from the 
V outward. This time, however, extend the darker areas along the 
length where any other feathers are overlapping it 



n [ The large neck feathers are once again outlined with a skew. 

Using a shader once again, a soft dark tine is then burned below 
the lower skew line of each feather. Again, this shade line will indicate 
shadow being cast by the top feather on the feather it overlaps, giving 
a sense of depth and realism The top skew line ts to be left alone A 
shade line is also burned along the side of each quitl line. 



Once the dark shadow lines are burned, use a shade; to add a 
blush of color to each feather using a shading nib. It's important 
to start the stroke at the V junction where the other two feathers 
overlap it. Burn outward, along the length of the feather, but let the 
stroke taper off before it reaches the end, leaving the end 
untouched. If you make a mistake and leave the length of a stroke 
too short, don't be tempted to try to repair it halfway along the 
feather. This fix will only create a patchy took. It is better to go back 
to the V and redo the line from there 



To further define the shadows of the overlapping feathers, we 
need to add a little more darkness to the areas where they 
overlap. Using a shader, add another layer of burning from the V 
outward, but this time taper if off halfway along the previously 
burned area. To prevent creat ng a finishing line, try not to stop each 
stroke at exactly the same plate. It is belter to vary the length slightly 
to help this layer blend in with the one below. 
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This shows the shade lines being applied to This shows the shade lines being burnt on the head, I constantly turn the board so 

the body feathers Note how dark they are, that the fittle arches are being burnt toward myself, 

Here l am using a shading nib in a sideways 
motion to let me run its tip neatly along the 
edge of the line. This also allows greater 
motion of my hand so I can burn long lines 
in one motion, 


Step Three: Coloring; In 

Once the shade lines have been burned, it's time to add some color. This color should be a 
mid-tone of the piece. We wilt leave any of the lightest parts of the project untouched, burn 
m this mid-tone color, and then, in the next step, add more dark on top of the mid-tone to 
add depth and define shadow. 


*1 



A blush of medium color has been burned 
with a shader over everything—all except 
those areas that we want left white. Try to 
sweep your shading nib in the direction of 
the feathers This will help to marry the 
shading to the shape of the bird, even if 
your technique is a little patchy. Note that 
the second level of stippling has been 
applied to the cere, Only the small triangles 
in front of andl behind the eye and on the 
eyelid itself have been left untouched. The 
iris also has a very light color across its 
surface, burned with a shader 



A close up of the body and large neck 
feathers. Note that the body feathers are 
darker in color than the neck feathers. For 
this you will either have to turn up the nib 
heat or move the nib more slowly across the 
surface. 























































Coming to Life 



Once again ! am using a sideways sweeping motion to allow my hand greater movement. 
Note that I am directing my strokes along the length of the feather, not across it. It'S very 
important to remember to try to always burn following the shape of an object. If you burn at 
right angles to the natural shape, your finished work will look very unnatural, 


Here, the stage-two coloring of the piece has 
been completed. You can clearly see the 
different colors between each feather group. 



Step f our: Defining Shade and f orm 


Once you have finished coloring, shade and form can further be emphasized by burning 
additional darkness Add any last minute touches now to create a greater sense of realism. 



A dose up of the finished head Note that a 
shader was used here to ado extra blushes of 
darkness to the top of the head and to the 
throat. This is to create a sense that the head 
is curved and that the throat is irv the 
shadow of the bird At this stage several 
other things have been added. 1) A soft 
band svas burned around the iris with a 
shader 2} The highlight on the eyeball has 
been scratched in (Eye highlights are 
essential to remember. It brings the bird to 
life.) 3) Some extra stippling has been added 
to the cere and just behind the eye. Extra 
stippling was also burned on the bottom of 
the tower eyelid to give it a sense of being 
curved and in shadow. 4) A shader was used 
to burn a soft blush of darkness under the 
top eyelid to depict the shadow falling on 
the eye beneath. 



A detail of the completed neck and body 
feathers. Here you can dearly see how the 
added darkness in the Vs gives a far greater 
three-dimensional feeling, lastly, a blade can 
be used at this stage to emphasise any 
highlights or to repair mistakes 



A close-up of the completed beak The beak is 
simply outlined with a skesv and then colored 
in Because the beak is smooth, the shader is 
the ideal nib with which to burn color. A 
gradual build up of overlapping strokes gives 
the impression of curve and shadow to the 

beak Note how the direction of the stroke 
always follows the curve of the object 
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Copy rig hted material 
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Chapter 




The Ciround 

I he following technique can be applied to anv type ol ground or intricate structure—trees, 
bushes, or grass—that has a dark background. 



D First, pencil in the mam structure of 
the ground. This can include large? 
branches, rocks, mushrooms, ptnecones, or 
anything else you wish to place. Be sure to 
make the structures long enough so that 
they overlap each other in places. Also, it 
looks mote natural if most of the sticks are 
orientated in a generally horizontal direction 
with just a few being more vertical. 



















Next, sketch smaller sticks and objects 
under this main top structure. Make 
sure not to draw over the lines of the large 
sticks on top Make the sticks slightly curved; 
this is more natural. Other objects, such as 
pine needles, leaves, and smaller rocks can 
also be added Be sure, once again, to make 
the objects long enough to pass under a few 
of the upper objects 



Because these objects have straight 
edges, use a skew to outline the objects 
by burning along all of the penciled fines. 




Q Use a skew to burn other small objects 
under the structure of branches 
already burnt, You can sketch these in if you 
wish, but this is a good time to practice 
some freehand burning. These objects are 
generally smaller and thinner than the 
original two top levels to make them appear 
farther away from the eye than the larger 
objects. 






Burn any areas between the sticks 
darkly You can do this by using a 
shader, but, since you want to create a more 
open structure, indicating there is ye: more 
forest litter underneath, use a writing nib. 
lii."i dar«„ curved, slightly ovflopping lines 
as indicated, It's important to keep each 
stroke pointing in generally the same 
direction Cin this case, horizontally), which is 
natural for the setting This ground burning 
needs to be quite dark to allow for good 
contrast Detween it and kghter objects. 


Q To create a sense of each stick 

_overlapping its neighbor, use a writing 

nib or the toe of a shader to burn a shade 
line on top of the underlying stick where 
another st ck lies across it. 









































































bottom of the stack. This should be a 
medium or dark color that is slightly lighter 
than the dark background Cool your nib a 


little, and then add a slightly lighter blush to 
the objects second up from the bottom. Cool 
your nib again and ado a slightly lighter 
blush to the objects third up from the 
bottom. The top sticks are left untouched. 
You are trying to tfeate an illusion of light 
receding as it goes deeper into the pile. This 
illusion gives a sense of depth to the viewer. 
The shader can then be used to pull short, 
trailed-off strokes from the dark overlapping 
shade lines that were burned previously. This 
helps to blend the shadows along the sticks 
and also to further ennante the feeling of 
one object passing beneath another. 



Use a shader to add a soft line of color 
to both sides of the major objects. This 
gives them a sense of being rounded in shape 




B Lastly, use a skew or a writing mb to 
burn in some characteristics on the 
objects. In this case, I have burned random, 
semi-curved nicks to simulate birch branches, 
It's not overly important to make tnese nicks 
exactly perfect or to try to place them in 
exactly the right spot We are only trying to 
create an illusion of character knot holes, 
cracks, wood grain, or anythmg else can just as 
easily be burnt with just a few flicks of a nib. 


The rocks have been burnt using the same 
method as described on page 81. 


Trie Grass 


Grass is anorher problem child for :» lor of pvrographers. When burning grass, most of ns, at 
one time or another, have ended up with an unappealing soup of dark slashes. 

Broad-Leafed Grass! Broad-leafed grass looks a lot like strap leaves, only smaller, Please 
refer to Chapter Light: Ducks and Bulrushes for a detailed description on how to burn this 
type of grass. 

Short Grass: Burning short grass can seem the trickiest of all. What you base to remcnv 
her is that grass tor anything elscj gets lighter in tone the farther away it is in the picture. 
Keeping this in mind, we can build a field of grass by progressively making the grass lighter 
as it recedes. This will give us a sense of distance and will also allow each group of grass to 
stand out from its neighbor, thus preventing what 1 cal! "slash soup. 

Because dark strokes will show over lighter srrokes and not visa versa, we need to start 
with the lightest grass at the back and hum our wav forward. Each subsequent row that is 
placed in front of the preceding row needs to be darker in color, so it can stand out, The row 
of grass ar the front is the darkest of all. 



n "A" shows how each dump of grass is 
made, A V-shaped clump of broad 
strokes forms the main structure, You can 
use a shader or a writing nib for this. A 
skesv is then used to burn sharp, longer, and 
slightly curved lines emanating from the 
base of the clump. *ET shows the color and 
structure of the three rows of grass that 
make up the picture in “C." 
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Poirraying logs and rrcc trunks can he a 
complex afTair il you try to depict every sin¬ 
gle detail you see. The knotholes, splits, 
grain pattern, and hollows arc all character¬ 
istics ol weathered timber* Th esc can be 

burnt with an economy oi strokes and a 

# 

broad approach, and the result will still 
looking convincing. 



D Using a skew, burn the sharp lines as 
indicated 




Create the dark cracks in the log by 
burning wide tines with a writing nib 
or the toe of a shading nib. Burn the outer 
and inner circles of the knot hole with a 
writing mb. Then, using a writing nib or the 
too of a shader, daikly burn the hollows You 
could use a shade-' to fill these a<eas with a 
solid black burn, but this would give no 
sense that there is something inside the loq; 
the eye would hit the black wall and go no 
further. What we need to do is fill in the 
holes in a way tha* will create texture and 
can also be scratched back in parts to give 
the impression of light dimly hitting 
structures inside the hollowed log. Burn very 
dark, overlapping slashes that curve in the 
direction of the nollow Later, we will scratch 
back a portion of this. 



a shader to burn a medium blush of color on 
the areas indicated All of the lightest areas 
are left untouched, 




Use the side of a blade to scrape away the peaks of the textural hollow, scraping where 
indicated. Lastly, use a shader to add just a touch more darkness to the underside of the log 
and to any deeper dips and hollows. The edges of each dark patch should be blended into the 
surrounding areas to create a smooth flow between the two tones 


















































































Chapter 10 


The Roclc 

l ike rHc bodies ol the ducks in Chapter 
Eight, rocks arc a perfect example ol using a 
nib in such a way as to impart a feeling of 
realistic texture to the object. 




Because the rocks have a sharp, sotid 

edge, use a skew to outline them. As 
indicated, only outline the edges of the 
rocks, not their ridges. Then, use a writinq 
nib and cover the entire area of each rock in 
tiny, overlapping circles The trick is to keep 
the tip of the writing nib constantly moving 
and to avoid laying the squiggles in lines 
Keep the color of this first coverage quite 
light. You arc just trying to ado the lightest 
of colors while creating the basis of texture. 
It’s important to try to steadily build each 
level of the rock, rather than trying to burn 
the darkest areas all at once. Here, the 
second layer has been added on top of the 
first faint covering on the left hand side. 

Note that the lichen patches have been softly 
outlined with a writing nib. 



B The entire second level of squiggles has 
now been burned on top of the original 
layer, only the lightest parts of the rocks are 
left untouched. The lichen has had patches 
squiggled onto them 



Add a third level of squiggles to the 
parts you want to be the darkest, and 
leave all other areas untouched, A tiny, 
darker patch of squiggles has also been 
added to the lichen to add interest. 





This is the same collection of rocks, but I have burned them using a shader. It gives them 
HH a smooth appearance, as compared to the rocks in Step 3, and clearly illustrates how 
using different nibs on the same subject can convey a totally different feeling. 
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Snaegu Coat 

Longcoau in nature tend to clump together. 
If you try to unlock the tangled mess and 
attempt u> burn every single hair, you may 
go insane. Most things in nature are made 
up of patterns and clumped nair is no excep¬ 
tion. Once the pattern is discovered, it no 
longer becomes necessary to try to duplicate 
everything you see exactly. The general 
shape and any distinctive features can be 
traced, and the rest can he burned freehand. 



n The clumps in shaggy coats often 

appear like inverted teardrops, Here I 
have drawn this pattern in pencil and then 
outlined each clump with a skew. The flow 
fi nes of the hair are then burned in as 
indicated, (For the purposes of this exercise I 
have burned the background to provide a 
contrast between it and the subject) 



H iding a writing nib, widen the flow lines 
into elongated Vs or S's, The V-shaped 
gaps on the bottom of the dumps point 
upward; the V shaped gaps from the top 
point downward, The elongated S’s appear in 
the middle of a clump, Against a dark 
background, these burned shapes look like 
splits in the coat. Here, I have only burned 
half of the coat, so you can see the contrast 
between this and the previous stage, 




Once alt of the splits have been 
burned, it's time to burn a shade line 
on either side of the teardrop clump Where 
you burn this line will depend on the 
direction of light on your subject, tf the light 
is coming from the right, then the shadow 
will fall on the left, and visa versa, Because 
we want this to be a blush of color without 
texture, a shader is used. 


i 




Here are the next two stages. 
t> To create more hairs, burn extra Vs 
and elongated S's, To make the coat appear 
more natural and to avoid the splits runnnq 
together, try to intersperse these amongst 
the already established splits in a zipper-like 
pattern. (Only half of the coat has been 
burned in this manner to show you the 
contrast between it and the previous stage.) 
2 ) To further define the shadows, wc need to 
add a little more darkness to the V junction 
at the top of a clump, where the other 
clumps overlap it. (See Chapter 9, page 70.) 



H You can leave the coat alone at the 
previous stage if you wish, To add an 
extra touch of realism however, use a shader 
to blush a mid-tone color to the tufts where 
indicated. This gives a three-dimensional 
effect, portraying some hair clumps as being 
higher than others and catching the light, 
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Eues 

There are four main components to build¬ 
ing eyes: outlining* filling black* blushing 
the iris, and adding the highlight. Here I svili 
show you in detail how an eve is formed. In 
your projects however, the eves nun be a lot 
smaller, in th is case, the lour basic compo¬ 
nents are also used to ma ke a small eve* bin 

4 

burned in a simplified way. 



n Outline the eye with a skew to create its sharp, 
___ solid edge. A skew can be difficult to turn in a 
tight circle, so you may want to use a writing nib to 
burn the pupil and ins. To bum a neat circle, try 
working in short strokes, overlapping the eno of the 
previously burnt line and extending it a little farther 
on the next stroke, Turn your board to work the nib 
toward yourself. 

I used a writing nib to burn the very top and bottom 
lines of the eyelids. This gives me a softer line, making 
it easier to blend the hair when it ts added 



B AN of the very f darkest parts are now burned. I 
like to use a shader for large eyes. A shader 
gives me the smoothness I'm looking for If the eye is 
too small, a writing nib is a better choice. 

You can highlight the eye by scratching the highlight 
out after all of the stages are complete. I often 
nrefer scratching the highlight out after completion 
because it allows me to apply an even, burned 
coverage over the pupil and iris without having to 
work around the highlight 




The other dark areas arc now filled in using the 
shader, but the color is slightly lighter than the 
original black sections Note that the middle of The 
lower eyelid is actually slightly lighter, fading away to 
dark at the edges. This gives the impression of light 
hitting a raised, curved area. 




Fill in the iris using a shader while 
avoiding the highlight. Try to curve your 
strokes to follow the roundness of the eye if 
possible. Here, you will see that I've colored 
the patches of the iris slightly lighter than the 
rest You can either do this now or gently 
scrape this away later. This adds a touch of 
realism, because eyes catch the light at 
different angles and are rarely one flat color 


I have also added a touch of color to the tear 
duct and burned a blush of darkness across 
the top of the eyeball to indicate a shadow 
falling on ft from the top eyelid. 




The above stage completes the eye 
itself It looks a little aitemliko, so I 
have filled out the surrounding area using 
the soft, short hair method. (See page 82 ) 
Here I have completed all of the levels of the 
tonal undercoat Note how my strokes have 
followed the actual direction of the hair to 
be placed on top. Even without the hair 
texture, this creates a believabSe effect. 






The hair is now 
overlaid using a 
writing nib. Be sure to 
start the hair strokes in 
the dark areas of toe eyelids and pull the 
hair out from this area. This marries the hair 
and the eyelid together in a seamless blend. 


The inset shows a close-up of the smalt eye 
on the project wolf. Even though it has been 
simplified, the eye still has the four basic 
components: outline, black fill, colored iris, 
and highlight. 




















































CHAPTER iv 


Nose 

Mosr animal noses appear smooth, so 
a shader is the preferred nib to use to 
bu rn them. 



n Using 3 skew or 3 writing nib, burn 
only the outer edge of the nose and 
the center divide. Burn the darkest parts of 
the nostril using a shading nib. I will often 
bu rn the very darkest parts of an object first 
so that I can establish the deepest tone right 
away. All other tones range from this color, 
all the way to the lightest part of the object 



H AII other parts of the nose are now 

progressively built up using a shader. 



The build up continues by carefully 
burning more gentle tones on top of 
those already established, 





Once again, more tone is burned over 
the previous layers. You may have to 
keep raising your riib temperature higher 
each time you burn a darker layer over those 
already established. Alternatively, you can 
move your nib more slowly. 




The build up of the nose is now 
complete. To add that final touch of 
realism, a suggestion of dimples has been 
lightly dusted on top of the shiny highlight 
did this hy tapping the bowl of a spoon 
shader across the surface You could also 
effectively use a writing nib or the toe of 
another type of shader. 
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Step One; Outlining the Project 


□ Outline the various components of the 
project as described art the previous 
sections. When you outline an animal, it's 
only necessary to outline the parts of the 
animal that are of a different physical level 
or hair that is physically different in 
appearance from the adjoining hair. There is 
no need to outline changes of color in the 
coat For example, the only parts of the 
wolfs face that have been outlined are the 
adjoining distinct hair groups that appear 
physically different from each other or are 
overlapping Any change of color on the face 
within each group is not outlined. Any 
change of color in the coat is distinguished 
by tonal build up using a shading nib, 



Step *1 wo; Building the (Indercoaf 


n Once the outlining is complete, it's 
[ time to create the tonal undercoat. 
<This is described in more detail in the 
Gradual Tone section of Chapter 9. page 66, 
in the Smooth Coat section of Chapter 11, 
page 96; and in the Soft, Short Hair section 
on page 82 ) It is vital that you carefully 
follow the direction of the hairs, as indicated 
by the marks on the pattern. First, blush an 
initial light undercoat. Next, burn a darker 
second undercoat, leaving the whitest and 
lightest parts of the coat untouched. Third, 
burn the darkest tone on foi the final layer, 
leaving all other areas untouched. In this 
stage, you can also see that the shade lines 
of the shaggy coat have been burned under 
each clump of hair. 
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H A dose-up of the wolf's head upon 
_ completion of the tonal undercoat. 



B A close-up of the wolf's legs upon completion of the tonal undercoat, Note how the 

_ two distinct layers of hair on the leg have been outlined as well as the toes. The 

changes in color on the leg have not been outlined. 



H Here, as described in the section 
entitled Shaggy Coat, page 83, the 
darker shading has been added to the Vs of 
the shaggy hair on the chest and on the side 
of the wolf. Note how much more defined 
the shaggy hair appears afte' this s done. 

The major splits have also started to emerge 



•* 



































.Step Three; Creating the I lair 

Once rhe unde re oar is complete, its time to 
add hair like texture wi th the wriling nib. 
il'lease sec the Soft. Short Hair section on 
page 82 lor derails.) 



D Thts shows the wolf after all of the 
texturing has been applied with the 
writing nib to the short coat This is enough 
to add a hair-like realism You could stop at 
this stage if you wanted, but, later, we will 
scatter some dark skew cuts through the 
coat to accent the dark hairs that appear 
throughout. This picture also shows that all 
of the splits in the rough have been burned 
in using a writing nib. The coat now looks 
far more complex because of it 



Strokes have been added on top of the 
undercoat on the face, legs, and short 
coat on the wolf's side. To show a contrast, 
here is a close-up of the wolfs legs showing 
the left leg textured and the right leg 
untextured. The hairs have been burned in 
proportion to the original hairs in the 
reference, For example, if the hair is short, 
keep the strokes short. 

Notice how most strokes are slightly curved. 
As) have said before, it's not necessary for 
every stroke to appear as a burned line. If 
the lines are too dark, they tend to 
obliterate the white areas. Just a medium- or 
light-colored impression of hair-like texture 
is necessary to get the desired result. 
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O At the end of every piece, t try to see if 
there is anything else that can be 
added or taken away to make the subject 
come to life. In this case, I thought the wolf 
was lacking some dark definition on the face 
and on parts of the shaggy coat. On the coat 
of a hairy animal,! normally add darkness at 
this late stage by adding more dark hair lines 
with a skew or a writing nib, If I use a 
shading nib to do this, it will iron out and 
mute the texture I have already built 

At this final stage, I also decide if t need to 
emphasize any highlights or lighten any 
parts of the coat. If so, I use a blade to 
remove what is needed. This very last stage is 
subtle and may seem unnecessary, but it can 
make all the difference in the world. 


Here, ail of the skew work on top of 
the coat is finished. A mid-tone blush 
color has been added to the tufts on the 
rough, longer fur at the front and side 
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Short-Haired Coat 

There arc many ways ro burn rhe hair of an animal. Here we 

will learn how to burn a crisp, short coat with just a skew 
alone. It has a sharper, more distinct appearance compared to 
the soft look of the short hair technique described in the pre¬ 
vious chapter. 

Practice 


Before you begin the steps, practice burning short lines in a 
random, overlapping pattern with your skew. To keep the 
lines from running together in a series of tram Tracks, rry to 
keep each line slightly askew to its neighbor. Little in nature 
is straight, so learn to curse each line slightly. Try to develop 
a rhythmic stroke, blanketing the area rarher rhan deliberate¬ 
ly placing each line in exactly the right place. 



Here, I have burned the first layer of hair extent for the 
front of the leg, I have left that unburned to show you 
the contrast between the two. Using the skew, start filling in 
the first layer by burning random, overlapping, staggered lines. 
The length of the line will depend on the length of the hairs tn 
the animal's coat, A iong-haired section of coat will require a 
longer stroke. Don't try to fill in the coat alt at once. You can 
always addi more hair later if you don't think it’s thick enough. 




D The edge of the body and leg are outlined with a skew 
You will notice that there are very few animals that have 
a straight edge for an outline. It's important, when edging 
animals like this, that you edge the coat in tne direction of the 
hair that is sticking out from the body, rather than with an 
unbroken, solid line. Don't ourn the edging lines in a row like 
little soldiers. For a moic natural appearance, it is better to 
stagger the lines and gather some clumps into little Vs. When 
the pattern is made, it's imperative tnat you use a pencil to 
map the direction of the fur onto the wood. You tan jIso burn 
in a few indicator marks with j skew. 



Mow it's time to add some curves and shadows to the 
animal by burning additional darker hairs in these areas. 
Try not to burn these hairs in a row; instead, burn random, 
staggered lines among the existing hairs. Blend the two areas 
together by dragging some dark strokes out into the existing 
coat. 
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B Here the distinctive changes of color on the coat have 

_ been mapped lightly with pencil. The entire coat has 

been very lightly toned all over with a shading nib. I use a 
shading nib because ! Want to create a smooth texture For a 
much more realistic look, it's important to curve the 
overlapping tone lines along the shape of tne body. Even if 
your stroke work is a little patchy, this helps to marry the 
burning to the shape of the animal. 




Like water, the darker, distinctive shapes are then filled 
in with the shader Always make sure that the strokes 
follow the lines of the first level. (Follow the shape of the 
animal.) if you have to, tip your shader on its toe to fill in and 
blend any patchy areas. 




Any areas that are very dark are now burned on fop of 
the original two layers, Gently add another patch of 
darkness on these areas, making sure to blend any hard edges 
between two contrasting tones. You may have to turn the 
heat up a little to make an impression on top of previously 
burned levels. 



H Lastly, use the shader to gently fill in any mid tones, 

leaving only the highlights on the coat untouched. You 
can use a blade to gently scrape away any mistakes or to re¬ 
establish highlights A blade- is also useful to dull any areas 
burned too darkly or to blend the edge netween two 
contrasting tones. 
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Once again, another layer of stippling is added only 
where the object needs to be darker. Notice how this 
additional layer of dots has defined the shape of the arm. The 
background behind the arm has also been darkened on each 
subsequent level. 



At long last, the final dark layer can be added. By this 
stage, the only dark areas to be filled in ore the 
background and the gaps on the Koala's coat If any levels 
seem to stand out from their surrounding areas, blur the 
edges by using a few dots to blend the two patches of tone 
together. A blade can then be used to highlight areas as 
needed. 
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Leathern Skin 

Burning the look and texture of elephant skin illustrates just 
how versatile pyrography can be when you choose the right 
mb tor the tight job and use it the correct manner. Like the 
koala lur in the previous section, the skin ol the elephant is 
created bv building up a series of dots. Instead ol tising a writ¬ 
ing nih, which creates a right pattern, we will use the bowl of 
a spoon shader to dab on layers ol lat splodges. 

Learning the capabilities of your nibs and the patterns they 
can produce js the key to recreating unusual looks like this 
leathery skin. That is one reason I encourage all pyrographers 
to practice their texture squares, as seen in Chapter 7 , page 54. 

1 his technique is not limited to elephants alone. Some other 
things it can reproduce are reptiles, leathery human skin, and 
other tough-skinned mammals. Here, we will study this tech' 
tuque by burning a portion ol an elephant eye and surrounding 
skin, (Sec page 10 6>r a photo of the complcre piece.) 



D Only two Types of nibs are used to complete this image: 
a skew and a spoon shader. 

First, the skew is used to deeply burn the outline of all the 
eyelashes, Take care not to cross over tines where the 
eyelashes overlap or underlap one another The creases of the 
skin are also burned using a skew. 
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B in order to be able to 

_stipple over the entire 

picture without obliterating 
the eyelashes, I used a 
miniature rotary machine and 
a bur to carve out a smooth 
trench between the burned 
lines of each eyelash. This 
drops the level of the 
eyelashes below that of the 
burning surface and it should 
remain untouched during the 
burning process. 




Tap the bowl of the shader all over the entire piece in a 
random, overlapping pattern. Use only a light color for 
this first coat. Like the koala, we are trying to establish 
texture, rather than heavy color. 




Turn the heat up slightly to allow you to make an 
impression over the initial iayer of burning. Stipple a 
slightly darker layer ove f the ent>re piece, but leave alone any 
areas that are to remain brightest, such as those where the 
light is catching the peaks of the protruding skin. 
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Turn up the heat slightly again to stipple another layer 
on the areas that need further darkening; any other 

areas are now left alone, tt's important that you don't try to 
build the darkest areas all at once It is better to gradually 
build each level of darkness to create a sense of depth and to 
allow for smooth blending. 


5 



H Add yet a further layer of dark stipples to any areas that 

_I need it. In this case, those areas are the dips in the 

creases and the area under the eyelashes. 



Last, stipple the last dark lines right along each crease 
This creates a strong shadow that emphasizes the depth 
of the crease, A skew is then used to darken any underlying 
eyelashes. (A writing nib can also be used if it can fft into the 
tight gap of the engraved trench.) For added realism, a dark 
shadow line can be burned on the lower hair where the top 
hair crosses over it, 
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There a rtf three sthuoh ol though i when it ionics 
to mixing pyrography and color. On one hand* 
th ere arc purisrs who believe pigments should 
never be combined with pyrography under any 
circumstances; the picture should comprise burn¬ 
ing techniques only. On the other hand, some 
burners extensively use color in combination with 
pyrography and iccl it plays a vital part in their 
work. Then, there are people like me, who think, 
depending on the situation, both color and mono¬ 
chrome (no added color) pyrography are relevant, 
1 think that monochrome pyrography* just -ike 
black-and-white photography, has a charm and 
mood all its own and can look exceptionally effec* 
live given the right subject matter, I also believe 
that certain subject matter can greatly benefit 
from the use of color* After all, a sunset isn't quite 
a sunset without the use ol color. 

There arc basically ihrec wavs to combine color 

m V 

with pvrography: I) Place the pigments around 
the pyrography on the unburned portions of the 
wood, 2t place (lie pigment on top of the pyrog* 
ra phy, and 3) burn on top of the pigment. 

As 1 have written in the Safety section of 
Chapter 1, there are some pigments that are 
unsafe to burn over because heating these pig¬ 
ments can release dangerous toxins. At rhe time of 


this book's publicaiioni I am unwilling to advo- 
cate the use oJ specific pigments in th is practice 
because I have been unable ro establish exactly 
which could be considered safe. For this reason I 
wont be illustrating (he use ol burning on top of 
pigments in this chapter. 

The Pigments 

Oil paint, acrylic paint, watercoU>r paint* gouache 
paint, colored pencils, wax pencils, inks, and tim¬ 
ber stains can be used to color wood in conjunc 
tion with pyrography* Even though these are the 
most common tv used, there is no reason to dis- 

-a 

count others pigments, such as pastels ai id d yes, or 
other techniques, su di as airbrush iny, You really 
arc limited onlv by vour imagination. 

s (T # 

6v learning bow each pigment will react when 
applied to timber or when combined with pvrog- 
raphv. vou can both select a pigment that best 
suits the effect you are trying to achieve and avoid 
the pitlalU of using unsuitable pigments for your 
projects. For instance, acrylics arc effective in 
painting over burnt areas bur, because of their 
transparent nature, watercolors are not, In this 
chapter, we will be looking at two methods of 
adding color to pyrography and w hat pigments 
arc suitable for each Technique. 







Same colors* particularly red* can bleed when var 
nish is brushed on rather than sprayed. When 
selecting a spray varnish t 1 strongly recommend 
that you lest it on a sample board ol your pigments 
to make sure the colors remain unchanged. ! have 
found that certain brands can tend to make white 
paint senii* transparent, I prefer to use a solvent- 
based acrylic spray* but any type of varnish can be 
used to finish co lorcd pyrography. 

Coloring Around 
Pyroeraphtj 

Pyrography forms a natural barrier to liquids. If you 
cry to painr a thin wash on (op of an area burned 
with a shader, you will find that the paint won’t be 
easiiv absorbed into the surface: instead, the liquid 
rends to bead and sit proud on top or the scorched 
area. This barrier to liquid can be used to your 
advantage by using pyrography to line areas of raw 
timber (or other materials) that you want to paint. 
This is especialIv useful when considering projects 
that have a bold and colorful composition* Folk art 
patterns (role painring), Celtic work* geometric 
design, and signage are some examples where this 
technique is particularly effective* 

When the area ro I painted is edged by hu ru¬ 
ing, a moat is created between it and the raw 


wood* A steady hand ism required to paint up to 
this edge because the burned area refects the paint 
while the paint is easily absorbed into the 
unburned areas. 

Opaque paints such as gouache (often called 
folk art paint!* and acrylics are perfect for this type 

of coloring. Th ev cover t he surface in rich and 

& # 

vibrant color, and the timber is unable ro show 
through the coat. They are also extremely easy to 
apply and last drying. 

hrankly, any pigment can be used for this tech¬ 
nique. The resulting effect will depend on how the 
pigment reacts with the timber surface, 

• Watercolor paints will leave a more su btlc 
color, allowing some ol the timber to 
show through. 

• Inks tend In also allow the grain to show 
through but can be cxtremelv vibrant in colon 

• Timber stains create a more natural and 
eanliv look, 

4 

• Oil paints can be suspended in mineral spirits 
and washed on much like wafcrcolors* bur ii 
they are suspended in linseed oil, the effect 

can be streakv and takes lime to dry* 

* ■»' 

• Artist pencils can also he used, but rhev tend 
to give a mined and soft appearance. 

• Wax pencils can be made liquid after they arc 
applied by adding mineral spirits to the 
pigment with a cotton bud or a brush. 

(The mineral spirits “melt’ the wax pencil.) 



House and other signage can be extremely effective when color and pyrography are combined, 


















Pyrography Workbook 


CHAPTER 12 



The sample project in this case is a Celtic design. I 
transfericd the image to the plywood using graphite 
paper and edged all hut the circles with a skew. 
The circles were edged using a writing mb. I stip¬ 


pled with the point of a hot writing nib to fill in 
rhe black areas. These areas can he burned using 
anv nib or texture vou like, but 1 especially like the 

a J I a 

richness and satin appearance that stippling gives. 










































n i painted the unburned areas of the project with a bright yellow acrylic wash 

Because it's easy to paint up to the edge of the pyrography without making mistakes, 
quite a large brush can be used on a relatively small area 



In this case. I brushed a thin yellow 
wash (yellow acrylic paint thinned with 
water) over any unburned areas Try not to 
load your paintbrush too heavily, or some of 
the pamt might spill over onto the burned 
areas if this happens, you can blot the excess 
paint away with a tissue before it dries 




t then applied a layer of orange wash 
to the outer shield and the dots, 
leaving the center and outer ring untouched. 



H Next, 1 applied a wash of orange-red 
farther out on the shields and the 
circles. Note that 1 have feathered the edges 
of each overlapping color so that they gently 
blend into one another Quite a dry brush is 
needed to do this. 



Lastly, I applied a svash of red to the 
outer edges of the shields and the 
circles. The bright colors look particularly 
effective in contrast to the rich, dark 
burning. 
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Coloring over 
i jrograpni) 


It is possible to add color over the top of pvrogra- 
phv, if the correct pigments are used* This practice 
is particularly effective il the timber has been hta\ 
ily textured by pyrography and the paint is applied 
with a dry* brush, allowing the pigment to catch 
the peaks of the texture while leaving the burned 
valleys untouched* (A drv brush has most o f the 

■p ' -ri 

excess paint wiped from the bristlesJ 1 his tech¬ 
nique is especially useful when portraying heavily 
textured subjects like animal fur or bird leathers. 

Fluid applications of paint can also be liberally 
applied so that the paint Covers the peaks while 
also falling into the valleys. This leaves a picture 
with the impression of texture but a lull covering 
of color. 

Applying color over pyrography can also greatly 
enhance bun: tie or J.irk wmnj, Pvtograptn 
stands out well on pale surfaces but poorly on 
dat k ones* To help the design he seen, color is 
often used in conjunction with pyrography on 

darker umbers. 


The best pigments I have found tor this tech* 
nique are acrylic and gouache. Being opaque, 
both cover burned areas easilv and both can be 

r 

dry brushed on top of peaks, as described in the 
illustrations following* Watcrcolor and ink are less 
suitable, owing to their transparent nature. 

Pencil is also less satisfactory because the pig¬ 
ment tends to catch on the edges of skevv work, 
leaving messy deposits throughout the work* 
However* some success can be had with wax pen¬ 
cil if the wax is made liquid after application by 
brushing mineral spirits over the pencil marks. 
(The mineral spirits melt the pigment j I have nut 
tried oil paints with this technique, but due to 
their semi-transparent nature, they may not cover 
the surface well* 

Amu lie r technique used to apply pigment over 
burning is to seal the surface with spray varnish 
after the design has been burned* Once chc piece 
is well sealed* color can then be applied to the top 
at the varnish. The piece is then varnished again 
ro seat in the color. 









Ihe sample project in this case in an owl face* It 
was burned on a piece of malice, which is a dark, 

de use Australian timber, The eves were burned 

-# 

black using a shading nib, making sure to leave 
the highlights untouched* All of the feather tex¬ 
ture wa& then heavily burned, or cut in* using a 
heavv-dutv skew, (A heavy Jutv skew was tieces 
sary because of the hardness ol the timber. A 

m 

normal skew can be used for softer woods.) Extra 


heavy skew lines, placed close together, were used 
to emphasise the darkness around the eyes and the 
dark patches radiating outward on the lace. At tins 
stage, E was simply trying to burn the texture of 
the leathers rather than burn a realistic picture, 
(Have faith. At this stage, the project looks a mess* 
but it will improve.) 


The owl face on dark 
timber after the 
pyrographic stage 
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D t applied the first layer of pa<nt with a fairly dry brush. In this case, I used yellow ochre 

_acrylic paint. If the paint is lightly brushed over the surface of the pyrography, it will 

catch on any peaks of unburr.ed wood and leave the burned valleys untouched It's important 
to brush in the direction of the burned lines and not across them. Note: Once the texture has 
been burned, it's important that you brush away any soot and dirt before painting. A small 
wire brush is ideal for this step. 



B f then dry brushed a second layer on 
the outer edge of the mask and 
between the eyes using burnt sienna acrylic 
paint. 



might lake several applications of white 


paint to cover the previous color sufficiently. 
In this case, three layers of white were 
applied Two dabs of paint were added to 
the unburned highlight of the pupils, and a 
thin white line was painted around the edges 
of the eyes. White has also been dry brushed 
onto the beak to represent reflected light. 



- ^ > a* 

J 
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This is the owl face after tne first 
application of paint The eyes have 
been painted with yellow acrylic paint and 
the beak has been burned a smooth black 
with a shading nib. You will find that some 
paint inevitably falls into a random valley, 
This doesn't matter at all The texture of the 
line stilt remains, giving the impression of 
feathers. And therein lies the beauty of this 
technique If you are a poor painter, it 
doesn’t matter because you have already 
established the structure of the face and the 
texture and direction of feathers with your 
burner. It’s not necessary to know how to 
paint in every feather or hair, you simply 
now have to "dress'* the skeleton you have 
already created. (Notice that the dark areas 
around the eyes and the beak have remained 
unpainted) 






areas above the eyes, around the top of the 
beak, under the eyes, and around the fringe. 
A streak of white was added to the yellow of 
the eyes. I emphasized the black bars 
radiating from the face by painting streaks 
of black acrylic. Black paint was also 
sparingly flecked over the white areas at the 
top of the beak and on the forehead Lastly, 

I streaked a few dashes of white through the 
colored mask. Note that some of the dark 
cut marks can still be seen throughout the 
paint As previously written, you can totally 
cover the pyrography with paint if you wish, 
but I find that letting some of the 
pyrography show through greatly helps to 
indicate the structure and direction of the 
feathers. This technique is also very effective 
when burning and coloring animal fur. 




































Like anything, one of the best ways to learn how 
to avoid mistakes is to make them in the first 
place. The trick is to then work out why it hap¬ 
pened and hov. to avoid the error in the future. 


By examining the following common mistakes 
you mav be ahlc to identify some problem areas in 
your pvrographv. 



Problem 1: Blobs or hot spots appear at the start of a line. 


Solution: Think of your nib as a plane coming in to land. Just 
like the plane, you must bo in motion when you first make 
contact with the surface, This movement prevents the !hot nib 
from sitting still in one place and burning a hole before you 
can get your hand moving. You can then taxi (move) the nib 
along the surface at a speed that leaves a consistent mark. 
When «t comes time to lift off, just like the plane, you need to 
remain in motion to prevent the nib from resting—even for a 
split second—in one place and burning yet another blob at the 
end of the line. You can also gently blow on the nib before 
contact to take some heat oft it Stop blowing on contact and 
proceed to burn. 



Problem 2: Lines are untidy and blobby, and scorch marks 
appear along the edge. 

Solution: If you have the nib heat set too high it will burn an 
untidy line that will show scorch marks along the edges. 
3urning loo hot will also rapidly build up carbon and dirt on 
the nibs, ft is difficult to repair this, but scraping with a blade 
can clean up the edges a little and will remove the scorch line 
Use practice material to establish the correct nib heat. Set it to 
a temperature that burns a neat line of the darkness you want 
at a speed you are comfortable with. With practice, this will 
become quite instinctive, 



'roubleshooting 
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Problem 3: Lines appear uneven in thickness or color 


Problem 4: Lines appear dirty, and the burning is inconsistent. 


Solution: If you have set your nib temperature correctly but 
are getting burn lines that are inconsistent in thickness and 
darkness, more than likely the culprit is varying nib speed, 

It ;s essentia! to move your nib across the surface at an even 
speed. Moving too fast will cause the line to lighten and thin; 
moving too slowly will cause the line to darken and widen, 
(Sometimes this can also be caused by inadvertently breathing 
on the nib if you have your head too close to your work.) Set 
your burner to a temperature that burns a neat line of the 
darkness you want at a speed you are comfortable with. 
Practice moving the nib across the surface at a consistent 
speed. In time, this will become much easier. 


Solution: Dirty nibs prevent all of the nib heat from getting to 
the surface, leaving an inconsistent and often dirty line. The 
carbon and other build up also form a rough layer on the nib. 

preventing it from traveling smoothly across the surface, (You 

can often tell when nibs are getting dirty by feeling "drag" 
when you try to burn.) Nibs wsth heavy build up of carbon can 
also leave debris on your project. Prevention is the only cure 
for this problem Make it a practice to always keep your nibs 
clean of buiid-up. 


To experiment, try altering the speed as you burn a line to 
see how this affects the line 



Problem 5: Work appears checkered when burning over grain 
lines. 


skew 


shader 



writer 


Problem 6: Work appears scratchy and there is resistance to 
easy nib movement. 


Solution: The grain lines in timber often burn differently from 
the surrounding wood Depending on the timber, the burn can 
be either lighter or darker in comparison. This can create a 
checkered pattern on your project, especially when viewed 
from some distance, Some timber, such as pine, is particularly 
susceptible to this. Because a skew cuts as it burns, it 
encounters fewer problems than other nibs. It slices through 
the waves of grain much like the bow of a ship docs through 
waves of water The writer and shader do not cut into the 
wood as they burn, so as they encounter each wave, they tend 
to jump, causing greater problems. 


Solution; Burning on ill prepared timber not only prevents 
smooth nib movement, but it can also prevent clean burning. 
Once again, the skew encounters fewer problems than other 
ribs since it cuts beneath tne rough surface The shader tends 
to catch the peaks and leave the valleys unburned, creating a 
mottled look. (Keep in mind that surfaces can be roughened 
on purpose to add to the mood of a piece—think rustic or 
•moody" pyrography.) The only prevention of a scratchy 
surface is to finely sand the entire surface before burning. 


Adjusting your nib speed when you encounter a wavy area can 
help prevent this problem. If the grain is softer than the 
surrounding area, you will have to speed up. If the grain is 
harder than the surrounding area, you will have to slow down. 
Sometimes it's necessary to go back over pale areas and gently 
add additional burning to make the colors match up, A blade 
can be used to scrape away any grain that has been burned 
too darkly. 
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Problem 7: Difficulty burning an even, straight line with a 
writing nib. 

Solution: H is far more difficult to burn <3 neat, straight line 
with a writing nib than it is with a skew. The writer doesn't cut 
into the surface, so it can skip and sltrie more easily than a 
bladed nib. 

Image A: It is extremely difficult to burn a long, even line with 
a writing nib in one long continuous sweep (This doesn't 
apply to soft materials such as leather.) 

Image B: It is better to burn the line in a series of short lines 
joined together Start at the beginning anc burn a line only so 
far as you are comfortable with and in control Lift the nib off 
the surface white the burner is in motion and then reapply t 
to the end of the previously burned line, just before the 
trailing tail Continue burning the ine farther and once again 
lift it off after a comfortable distance Keep repeating this 
motion until the hne is finished. It is essential that you keep 
the image of "landing the plane" firmly in mmd when doing 
this technique, otherwise blobs may appear along the line. If 
the line is uneven in width after you have finished, you can 
cool the nib down a little and run it along the tine to widen 
any thm areas. Use a blade to scrape away any bulging or 
ragged edges along the line. 



Problem 9: Blobs occur along a line or along an area burned 
with a shading nib. 


Solution: You may experience difficulty sf the nib is placed in 
the light tail section of the previously burned line and not 
slightly before it For the next line, it is better to catch the 
previous line just prior to this area, where the line is dark and 
thick. From there, you will burn over the tail, thickening it, 
and continue on burning the next track. 

Much the same as a writing nib, the shading nib can be a 
difficult tool for burning continuous long lines. It is better to 
burn the line in a series of short lines joined together. Start at 
the beginning and burn a line only as far as you are 
comfortable doing and as long as you remain in control. Lift 
the nib off the surface and then reapply it to the end of the 
previously burned line, just before the trailing tail. Continue 
burning the line farther and, once again, lift off after u 
comfortable distance. Keep repeating this motion until the line 
is finished It’s crucial that you keep the image of "landing the 
plane" firmly in mind when doing this technique, otherwise 
blobs may appear along the line. 


A 


B 


Problem 8: Difficulty burning a straight line with a skew. 

Solution; A skew is designed to cut as it burns. Once the skew 
is anchored in the material you are burning, it's quite easy to 
pull it back toward yourself and burn a straight line without 
wavering. 

Image A; Problems occur when only the very tip of the skew is 
used because a smaller portion of the nib is anchored, 
allowing the nib to easily twist and skid 

Image B: When the majority of a straight skew blade is buried 
in the surface, it prevents the skew from twisting or sliding 
from side to side, 

Using an edge to guide the nib is often unsuccessful If a metal 
rule is used, much of the heat from the nib will be absorbed 
by the metal. However, if you raise the ruler above the nib, 
you can run the oen shaft along the guide, tnus preventing 
the nib from touching the ruler, 



Problem 10: Hot spots appear along a line burned with a skew 
or a writing nib. 

Solution; Sometimes it's not possible to bum an entire 
continuous line with a skew in that case you can continue the 
line by inserting the skew in the tail of the previous line and 
continuing on from there. Problems arise when the skew is 
placed in the groove of the previous tine when the mb is too 
hot, This can form a series of blobs and scorches. If the 
ternperatuie is turned down to manage this problem, there 
won't be sufficient heat to burn the next line of the same 
consistency as the first To prevent this problem, it is better to 
blow gently on the nib while you place it in the previous skew 
cut. Stop your breath arid continue burning the next line once 
heat is recovered to the nib, usually after a split second. 
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Problem 11: Trouble burning a neat circle or curve using a 
writing nib. 

Solution: 

Image A: Burning a circle or curve in one continuous stroke 
can result in an uneven appearance. 

Image B: It is better to burn the circle in a series of short 
strokes. As with the problem regarding burning straight lines 
with a writing nib, start at the beginning and burn a line only 
as far as you are comfortable with and in control. Lift the nib 
off the surface, and then reapply it to the end of the 
previously burned line, just before the trailing tail. Continue 
burning the line farther and, once again, lift off after a 
comfortable distance Keep repeating this motion until the 
circle is finished Again, it's necessary that you keep the image 
of "landing the plane" firmly in mind when doing this 
technique, otherwise blobs can appear along the line, Note: 
You will need to continuously turn your board to allow the nib 
to travel in a comfortable direction 



Problem 12: Inadequate coverage when filling in an area with 
a writing nib. 


Solution: 

Image A: lines can appear among coverage of an area with a 
writing nib when the sguiggles are applied in rows. It is better 
to fill the area in a random pattern rather than to continually 
move in one direction 

Image B: Using a large circular motion to cover an area creates 
a rough texture, where the circles are dearly seen While this 
can be effective for some projects, it is not suitable if you want 
to create a smooth coverage, as seen on the duck bodies in 
Chapter 8 or on the rock in Chapter 10. Tighter circles will also 
create layers that can be more easily blended together 

Image C It is important to keep your nib constantly moving If 
you let it stop in one place you will burn dark dots among the 
squiggles. Lift the nib off the surface if you need to stop. 



Problem 13: No smooth transition when stippling an area with 
a writing nib. 



Problem 14: When burning hair, all the strokes tend to run 
together in pantile! lines. 


Solution: As discussed in the Fluffy Fur section in Chapter 11, 
stippling can be an effective tool to portray soft textures. 

Image A: Problems can arise when patience is not exercised 
and an attempt Is made to cover or darken the area too 
quickly This makes each layer of stippling stand out proudly 
from the other rather than blend into a smooth cover. It also 
causes the edges of the transition lines to stand out starkly 
against each other- 

image B: It is better to build each layer of very fine dots 
gradually To blur the edges where two contrasting layers 
meet, sparingly place some extra dots of the darker layer 
slightly into the lighter layer along the transition line 


Solution: 

Image A: When burning hair, try to avoid burning the lines 
straight artd parallel to each other. This causes the strokes to 
run together in a series of railway tracks Not only does this 
look unnatural, but it also makes placing additional hairs on 
top virtually impossible without creating unsightly black 
gashes. 


Image B: To avoid this, try to keep each line slightly askew to 
its neighbor so each line crosses over the other in a lazy lattice 
pattern. Little in nature is straight, so learn to curve each line 
slightly, ibis also helps to prevent two lines from running into 
each other tt is then possible to add additional strokes on top 
of the lattice. 























Problem 15: When burning hair, it looks like a black mass or 
dark lines appear. 

Solution: 

image A: In Problem 2, we see that burning with a skew at 
high heat can widen the line and cause scorch marks to appear 
along the edge of the stroke. When burning hair, this can 
result in the area appearing far too dark. To prevent this, 
reduce the nib heat (Please see the Short-Haired Coat section 
in Chapter 11 on page 95.) 

Image 0: The skew burns with the grain more easily than 
across it In this case, the skew can get caught in the grain and 
burn a much darker tine than the surrounding pyrography. 

Be aware of the direction of the grain and increase the speed 
of your strokes when burning along this line Use the tip of a 
blade to gently lighten these mistakes. 



Problem 17: When fixing a mistake with sandpaper, the area 
appears dirty and smudged. 

Solution: 

Image A: When using sandpaper to erase an area, the 
sandpaper can leave an unsightly, smudgy trough. It is also 
very difficult to erase a mistake with sandpaper and leave 
behind a sharp edge, making precision removal virtually 
impossible- 

image 8: By using the side of a blade to scrape the wood, you 
can cleanly remove unwanted pyrography on many types of 
t mber. (Please see the Blade Use section in Chapter 9, page 69.) 
The flat of the blade is used to scrape away larger areas. 

Image C: To remove smaller portions, tilt the blade so that only 
a corner or tip is in contact with the surface. 

The trick to using a scraper is to go gently Don't try to remove 
too much wood at once or you risk gouging the wood and 
preventing the neat removal of subsequent layers. 



Problem 16: Uneven patches or tines appear when coloring an 
area using a shading nib. 

Solution: 

Image A: Lines can appear when coloring an area with a 
shader This occurs when each line isn’t slightly overlapping the 
previously burned line. 

Image B: When lines are placed next to each other and slightly 
overlapping, the pale area underneath can't show through. 

If the coverage looks patchy or has broken lines throughout, 
you can go back over those areas with the shader to even out 
the tone, 



Problem 13: Areas heavily burned with shader appear uneven, 

Solution: Setting the nib heat too high when adding 
additional burning to a heavily burned area can cause pale 
marks, c ha Ik i ness, blobs, and uneven lines This happens as the 
hot nib displaces the previously burned area, exposing the 
lighter tone of the wood underneath. Chalkiness appears if 
the area is so heavily burned that the surface of the timber 
begins to break up. To prevent this, reduce the nib 
temperature and slowly add additional burning. 


















Problem 19: Layers of gradient burning don't blend together. 
Solution: 

Image A: Distinct lines appear when layers of gradual tone 
aren't blended together at the edges. The reason for this is 
that strokes of a tonal layer have been stopped at the same 
length as each other, forming a tine. 

Image B: To blend each layer of tone, it's important to feather 
the strokes of each additional layer. Vary the length of 
neighboring strokes to stagger the edge of the layer. It's also 
important to trail off each burned tine by slightly increasing 
the nib speed at the end of the stroke and lifting it off the 
surface while the nib is still in motion. As with gradual tone 
(see Chapter 9: Gradual Tone), there is no reason why you 
can't go back over any patchy or unblended areas and rework 
them with a slightly cooler nib 


Problem 20: An inconsistent line is burned when the nib is 
traveling at a consistent speed. 

Solution: 

There are several things that can cause this problem having 
your head close to the mb and breathing on it, having breeze 
from an open window hit the mb, having air conditioning or a 
fan hitting the nib, using power from a faulty power source, 
or using interchangeable nibs. 













This chapter contains 10 designs to help inspire 
iurther burning. Each design comprises both a 
line and a tonal pattern. 

The line patterns can be used for transfer and 
let you easily see the main components of the 
designs. ! hey can be used alone for simple tine 
burnings or for color pyrographv. 

Tonal patterns show the light and dark areas of 
the pictures and can be used as guides when burn¬ 
ing monochrome projects. 
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More Great Project Books from Fox Chapel Publishing 



Great Book of Fairy 
Patterns 

The Ultimate Design 
Sourcebook for Artists 
and Craftspeople 
By Loro S. Irish 
$19,95 
Soft Cover 
1-56523-225 9 
Pages 192 
8.5"x II" 



Great Book of 
Floral Patterns 
The Ultimate Design 
Sourcebook for Artists 
and Craftspeople 
By Loro S. Irish 
$19.95 
Soft Cover 
1-56523-240 2 
Pages 192 
8.5’' x 11" 



Great Book of 
Dragon Patterns 
2nd Edition 

The Ultimate Design 
Sourcebook for Artists 
and Craftspeople 
By Loro S. Irish 
$19.95 
Soft Cover 
t-56523 231-3 
Pages 188 
8 .5'’ x 11" 



Wood Spirits and 
Green Men 
The Ultimate Design 
Sourcebook for 
Artists and 
Craftspeople 
By Lorn S Irish, Chris 
Pyc, Shown Cipo 
$19.95 
Soft Cover 
1-56523-26 IS 
Pages 104 
8.5" x II" 





North American 
Wildlife Patterns 
for the Scroll Saw 

61 Captivating 
Designs for Moose. 
Bear. Eagles, Deer 
By Loro S. Irish 
$12.95 
Soft Cover 
I-56523-16S-1 
Pages 72 
8.5" x I r 



Scrimshaw — 

2nd Edition 

A Complete Illustrated 
Manual Second Edition 
By Steve Paszkiewkz, 
Roger Sebroedcr 
$14.95 
Soft Cover 
1-56523-241-0 
Pages 72 

8 . 5 " x 1 r 


Look For These Books at Your Local Book Store 

or Woodworking Retailer 


Or call 800-457-91 12 •Visitwww.FoxChapelPublishing.com 











Crafts/Woodworking 
$19.95 US 


1 meaning to draw with fire, 1 ' is a 
ver ■sable art form i:nat dates back to the Victorian 




age and continues to thrive todau because of its 




In Pyrography Workbook, internationally renowned Australian 
pyrographer Sue Walters offers inspiration and sound practical 
information that will open your eyes to the artistic potential 
of pyrography. Whether you're a novice or an advanced burner, 
the engaging style and award-winning talents of Sue Walters 
will remove the mystery from this captivating art form and 
make ft a more enjoyable experience. 



In addition to a gallery of her award-winning work, three 
step-by-step projects, and a selection of original patterns to 
inspire future burning, Sue Walters explores: 

■ Practical and necessary aspects of safety and work area set-up 

■ Equipment and timber selection 

■ Preparing the wood and transferring the design 



■ Special nib techniques and how to apply them 

■ Textures, patterns, and unusual pyrographical variations 


■ Burning on leather, gourds, bark, and 
other materials 


■ The integration and use of color 
in pyrography 


1 ^7ij Bn:Kid Stree* * East Petersburg PA I "520 f 
www. FoxCha pel Pub! ishin^com 










